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PKEFACE 


Hindostan is, teclinically, tlie Indus and Granges basins ; 
and it is with, the music of that part of India that this book 
primarily deals. It contains reference also to the system of 
the Carnatic, though that has been more fully treated of in 
C. E. Day’s Music of Southern India and the Deccan* 

The study of Indian music is of interest to all who care for 
song, and of special interest to those who have studied the 
early stages of song in mediaeval Europe or ancient Grreece. 
Eor here is the living language of which in those we have 
only dead examples. It is hardly possible in the case of 
modem European Folk-song to study melody pure and simple, 
for we have no large body of such song of which we can 
certainly say that it was not influenced at all by the current 
conception of harmony. But here is melody absolutely un- 
touched by harmony, which has developed through many 
centuries tendencies which have the force of laws; and the 
examination of these enables us to some extent to separate the 
respective contributions of melody and harmony to the final 
effect in our own music. Those to whom this aspect of the 
subject appeals are recommended after glancing at Chapters 
I and II to look at Chapters VI, VII, VIII, and XII. 

Others may be more interested in that technical side of the 
art which tabulates the facts of song, and their taste has been 
consulted in Chapters IV and V ; others, again, to whom the 
main charm of the music lies in the memories of India which 
it revives, may find more of what they would care to read in 
the Introduction and the first three chapters. 

In the hope of being useful to those who may wish to make 
fiirther investigation into the subject a large number of 
technical terms has been admitted into the text. These have 
almost always been translated where they occur, and they 
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appear also in the Index. It would, however, take more than 
one volume to do justice to all the details, and they have not 
as a rule been elaborated except to illustrate some principle. 

Two branches of the music have been left untouched — the 
instruments and the notation. About the latter there is very 
little to say except that it is a Tonic Sol-fa notation of which 
the various local scripts and special signs are easily mastered. 
The typical instruments have been admirably described and 
illustrated by Day ; the more interesting part, the technique, 
can, of course, be communicated only orally, with the instru- 
ment in hand. But India is now, instrumentally, at the same 
stage as mediaeval Europe, with a great variety of means of 
supporting the voice but absolutely no sense of orchestration ; 
and though a close study of its instruments would probably 
reveal more than one ancestor of those which our orchestra 
employs, it would hardly throw much light on any principle 
of art, and has therefore been omitted. Exception has, how- 
ever, been made in favour of the drum, the treatment of which 
is possibly unique. 

The India Society have done this book the honour of pur- 
chasing copies for distribution to their members for the year 
1913. If Indian readers should open it and should be sur- 
prised to find the facts given dififerently from the way to which 
they are accustomed, they are asked to remember that as there 
is no one system which is applicable to the whole country, so 
the circumstance that one set of facts is quoted rather than 
another need not vitiate the argument ; and it is hoped that 
they will look with a lenient eye upon many solecisms in 
spelling which are due to dieer ignorance. 

The author offers his sincere thanks to many who have 
helped him in all sorts of ways to gather materials for this book. 
It would be impossible to make a complete list of them, and he 
hesitates to give an imperfect list. He hopes that the dozens 
of English men and women who offered so much hospitality 
and so many facilities in the winters of 1904 and 1910, the 
ruling princes and their court ofi3.cials who arranged oppor- 
tunities, the private gentlemen who organized concerts and 
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who were ready io discuss Ihoir music tcchiiicnlly or gniicr.dly. 
the nuinorons musicians who answorwl wiili uiid 

courtesy many questions or who playiHl and saiiy; fm' many 
hours, down to his various 'bearers' wlio knew wiiat h.» wa-^ 
going to wear before he knew what he was going fe iln, wim 
caught his trains before he had ilocided by wliirli ene tti gn, 
who produced food aiui i.rnnsport under the iim-tt nnlikely 
and a smiling face under a!! cirnumstanees, will beltev** that 
he has not forgotten their kitulneHs; and that sem<> ef Ids 
benefactors may even find in these jwges enough to make them 
think it was not wholly wasted. 

It would be sanguine to hope that fhe book f’oubl be free 
from errors botli of fact and of proportion. To sift dis* r»pHnf 
staiomonts and to get the main featureH into t!»e propi-r p«r 
spoctivo would havo demanded a loiigiT sojourn flmn twelvi* 
months. If it is cmnparatively free from minor bimn'die.H this 
is duo to the kimlness of several who have read lh>' pronfk to 
Dr. Cooinaraswamy for Chapb'rs I ami 11, also for several 
illustrations; to Mr. Abdy Williams for Chapter VIll; to 
Mr. Walter P’ord and Mr. K. 1). liendall for some inusiea! 
illustrations and Buggostions; to I»r. A. A. MataUmoU, Ur. 
L. 1). Barnett, Mr. F. W. Thomas, Dr. P’elher of V'iimtui, ami 
Dr. Simon of Municli for Chapbir X ; ami to the readei's of 
the Clarendon Press for their very eareful HUi»ervi:Oon of 
the whole. (Irateful acknowledgement is also mieie f.i Mr. 
William itothenstein for the loan of the laipyright of his 
portrait of Jtahindranatli Tagore (see p. iW). It was dweitbid 
to include this |>ort,rait before the jKa»t's name was known to 
Europe; and now, although the need of making it known no 
longer exists, the portrait is still retaitiiwl as the frontispiece. 
The appearance there of otto wht», more than nny other, may 
be said to pciwonify Indian music in it* broadest st»t»se, may 
serve to remind us of what is surtdy the truth, that iim«ie does 
not reside in those designs and devieos which can be imprisontsl 
in symbols and oommittod to |>aj»ir, but that it eotnes attd gitea 
only upon the lip or the fiagew of men wlw artt abl« to feel it 
or to create it. 
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Absolutely there is progress, but rebi.tsfely tliew w 
none. Things are better, perhaps ; but man ii not 
positively better : he is only different. Ilk virtuei 
and vices undergo change, but on tha biilanci of the 
account there is no profit A thoummd things mova 
on, and nine hundred and ninety ^eight g«) back : that 
is progress. And in that there is not muait to be 
proud of, but plenty to take comfort in. 
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People who have lived in India have often asked^ with various 
inflexions of voice, "Do you like'— or, ‘Do you really like Indian 
music ? ' The more one thinks what the answer to this should be, 
the more it seems to resolve itself into another — ‘Do you really 
understand it ? ' — to which there can, of course, be no final answer. 
Indeed, it would be difficult with regard to our own music to reply 
satisfactorily to the question, or to do more than put down a few of 
the points that need to be understood. 

History crystallized at any given moment into convention, or 
summed up popularly as association, plays a large part in all that 
we hear. When we are listening to music and think we are 
‘ understanding ' it, we are often making no great intellectual effort 
at all; our mind is really working in well-worn grooves and exer- 
cising little judgment. We listen to a sonata of Beethoven or 
Brahms which is new to us, as a boy reads a new specimen of his 
well-known and accredited brand of Weyman or Kipling and finds 
much what he expected.^ But when we are confronted with a new 
composer, and these conventions seem for the moment to be dis- 
regarded, when an addition to the orchestra, a new treatment of 
the voice, an unfamiliar harmony, unconventional counterpoint, or 
a recast of structure distract our attention from the main issue, 
there is a great deal to understand and we are apt to flounder. We 
do not ‘like' the music because we do not altogether ‘ understand ' 
it. It is sometimes thought that understanding is not necessary 
to liking : that music is like a peach — a thing to be enjoyed, not 
understood. Without denying that the senses can convey to us 
things of which the mind can give no account, it may be asked 
whether there is not a point of view from which even a peach 
requires to be understood. Do we not like it more, that is, under- 
stand more by it, amongst the associations of a sunny garden, or 
with a pleasant companion, and could a man like it — understand it 
at all if only peaches stood between him and starvation, or if he 
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were under sentence of death ? A piece of scenery is truly enjoyed 
only in proportion as a man knows what he is looking for iind 
realizes what he has found. It is a synthesis, but it is analysuhle, 
even if we do not consciously analyse. It is the same with musie. 

Another difficulty in hearing music consists not in the dc^jMirture 
from the old-established methods so much as in the substitution of 
new and strange conventions and associations. Cosmopolitnn as 
the music of Europe is, we still feel the distinction of nationality. 
In a song by a foreign composer, whether the words are tmnslations 
from his language or are originals in our own, wo are conscious of 
passages in the music itself which to us, do not seem, to bo ciuite 
the natural expression of the sentiment of the song. A (lennau 
hardly seems to get at the conciseness nor a Frenchman at the 
dignity of what we feel. And it is a true instinct which leads 
singers to employ the language of the foreign composer rather 
than a translation, even when it is by Paul England at his be.st, or 
than the original English, even when the words are by Scott or 
Bums. Again, it is difficult for us to seize the point of tlioiight, 
of a Moustorgsky or a Eavel, not merely because they arc new, but. 
because they select and develop special aspects of our common 
heritage of European music. We might summarize stwh distinc- 
tions by saying that music which is to move the listener hiuh(, bo 
for a German solid and profound, for a Frenchman pungent and 
antithetical, for a Eussian poignant and elemental, while w« our- 
selves find our account best perhaps in humour verging on irony. 
At the same time the modifioatious of the general trend of Kuroprain 
musical thought, as it is taken up into this or that national iniml 
are slight, and the differences of idiom hardly more than diahK-tieal ; 
we are still travelling in the mother country, hut, for the moment, 
in an unfamiliar part of it. But when we look beyond flu* ' inteiiw 
cultivation' of Western democracies, away from the spirit of com- 
petition, the method of science, and the claims of ‘ efficiency to the 
calm of the East, where a man’s life is hie own or at most his 
family's concern, rather than the State's, where there is time U> 
live It, where truth is found neither in analysis nor compromise, 
and spiritual food is not contained in tabloids, we do not know 
wlmt to make of music which is dilatory without being sentimental 
and utters passion without vehemence. 

Another kind of music which has for us an unfamiliar convention 
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is the polyphony o£ the Middle Ages. Here it is not the place but 
the time that is unfamiliar; we have suddenly thought away four 
centuries of our civilization. We step aside from the battle of the 
styles to contemplate achieved beauty. We wonder where now 
there are such workmen as those who built these melodies, what 
their secret was, and what the life of which these were the expres- 
sion. They move us like forlorn hopes and lost joys, like the places 
we knew when we were children, like the land to which Blake 
hurried home from Santa Cruz. They appeal by their freshness 
and strangeness, but still more by an intimate familiarity. As 
an Englishman who happened to see for the first time the slope of 
a Sussex down would feel, apart from its intrinsic beauty, that it 
was the most English thing that he ever saw, so from these, apart 
from their intrinsic beauty of tone, the man of religion gets best 
at that truth which is beyond all limit and condition. Here the 
different convention helps rather than hinders him; just as his 
deepest intimations of those thoughts which are beyond words are 
conveyed to him more easily in Elizabethan language and in Hebrew 
phraseology than in any other form. It is this strange familiarity, 
which we are conscious of in Indian melody, that makes us sure 
that though our language is different and our habits are dissimilar, 
at the bottom our hearts are one 

But more imagination is needed to place ourselves at the point 
of view from which we may enjoy the method of early folk-song, 
that is, of melody conceived apart from harmony; and it is very 
difficult for those who have thought all melody with an under- 
lying harmony, tacit or explicit, to accept it without harmony, 
except after long practice. Consequently they are seldom asked so 
to accept it ; except for specialists, no folk-song is published with- 
out accompaniment. The problem is a difficult one, for if a 
harmonized folk-song, like a restored cathedral, is a persistent lie, 
yet a folk-song without harmony seems, at any rate for most of us, 
to fall to pieces, like a picture without perspective. There is 
another connexion between harmony and melody more intimate 
still, whereby harmony is no longer a mere adornment to melody 
which can be added or not, at will, but a vital factor influencing 
the actual structure of the melody itself. We may harmonize, if we 
please, ^ Green Sleeves’ or ^ Walsingham'’ or the ^ Agincourt Song'’ 
without doing them much harm ; but if harmony, as we understand 
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it, had been in the air these tunes could never hav(’ come In hirfh. 
A tune is just a musical sentence, paragraph, or chapter. And 
a sentence consists of important and unimportant words, and in 
not a string of dictionary words. In tlu; same way a intx' eonwiHts 
of important and unimportant notes, and dep(!ml.s for its eonviiieing- 
ness upon a judicious management of tht'se. Hut the principles 
upon which this ‘ importance ’ depends arc different for melody and 
for harmony. 

The most obvious thing abovrt harmony is that ct*r(ain eomlnmi- 
tions are more euphonious than others; the mon^ euplmnious are 
dwelt upon, and the less euphonious skimmed tightly over. 'I'he 
essence of harmony lies in ' substantive ’ and ‘ jtassing ’ no) es, and 
its progress consists in a training of the ear by wliieh inori- and 
more 'passing’ notes become 'substantive’. The very various 
'chords’ that arise in this process give a distinct colour, i, t*. im- 
portance, to the note to which for the moment they am applied. 

On the other hand, the most obvious thing about meltHly, a 
succession of single notes, is that the tune 'lies’ high or low, that 
it has, as we say, a high tessitura or the reverse. This implies a 
level on which as a whole the song rests, and in comparison wilh 
which its salient passages are high or low. ‘ Laws ’ of melody 
spring into existence as the distance between these two hwels, anti 
the manner of passing from one to the other, (!omc to lu? <‘sf :ildishiHi 
and, later, stereotyped — as, for instance, in the ' Final ’ and ' Recit- 
ing’ notes of Ecclesiastical music. In the process the intervening 
notes, and others beyond these two salient points, acejuire varyhrg 
'importance’ subsidiary to that of the two principal nok‘s ; and 
the whole of unharmonized song is laid out with reference to this 
variety of importance. 

But since harmony gives importance, at will, to this or that note 
of the tune, the ‘harmonic’ tune will in its turn tend t<o travel 
along the most telling points of the harmony and to reinforce its 
crises; and the signiheanee of such music will be the nssult of the 
conflict between melodic idiosyncrasy and harmonic necessity. The 
compromise between these two impulses will lead to clostmess of 
structure and make for unity, because each checks the tend«umy in 
the other to free improvisation. 'Melodic’ tune, on the other 
hand, contains its law in itself, and it has merely to display that law, 
not to conflict with some other. Provided the ‘ laws ’ of melody 
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are otH' particular Hfructuri'* hccius no niorr ili-o.: 

ablc 5 than another; and thin leatln ea-KiI y to a viirirt.y aiei ii«!i 

of detail, whi<‘li Iduiits the aluirp otit.Hrtc of funr and thr»*w^ lUv 
wcigiit ratlier uj)on definition of The heiiniy ^d liarinriitif 

rmiHic iH that of tilth and enltnre; of inelodie nin«h% that «st' fie* 
brioiiy atid the g08Ha.tner. 

In Ihirope the convtndioim of folk-nong d** not land tiK in anv 
great diflieultien. Then* in indinng in ihvm wltieli a goml arfoo 
who is c 3 ontent to <‘S(‘hew eoneeitn a.ud lay a^ide all preri«,’e}|y 
eaimot an a matter (d‘ fact. sing, d'here are few niiHingabli* 
beeause, with tin* exei'ption td* a, few people^ hkr’ tlie lerr*rk« ant! 
Hungarians, the HeaJ.eH in use are (he eonnium |'iroj»erly of 
whole eontin(‘nt. d'here are frw inelodie ornann'nt.-^ »*r r'eeeiitrn' 
rltyiluns ; t.hey do n(»t (Ju‘iv(* wln*n voiers are niiieli n-^rd in i*-'iin’rr! . 
,'But htyond Mnrope, at a.ny niti* in India, with wlurlt u** m'f 
(•oncM'rned, it is V(*iy dilTerent. An enonnous aiiaaMit nf i-mh vmf imu, 
tiui growl-h (d' (’enturies, staiuls In^tween us jnid litr M'prM*lii'.'i,i».u 
and tlierefon* (,-he a-ppreeialion of (ludr ineloilres, for ur* un-lersfaisl 
little of a.ny nvusie wc* <*an (aUt* no parf, m. And }«•!■ no Into 
mnsieian would turn his Imek on it if he were emivuieoil tliai th*- 
(‘oriveniions were inkresting in theiiiselveg ; still lefiK if' lie fid! flia! 
there was real art liehind the eonventions. 

Mmiiif* in India, an elsewhere, Uat viirying ^meeltiona* ; iiinl it. ii4- mi 
rare pt*rhaps to hear t.he hesi (.Inn"** as it is in Ihiropin If 'we look 
away, however, from the h*SH Wf»rthy kind, whieii is apt |o ift^a! tn 
e.heai) <’(mtra.s(, and to indulgt* in personal display, fo the nob!*-.! \\ hirh 
is to ht* lound iJn?re, our idiie!’ dillieulty is to foel tin* religH-U'-.' ohMio'rt! 
in it whi<‘h an Indian feels, d*u h*dd iin\ inlidiiuilde laii*ftni||e 
about the emotional etudent. of musie is tlilheiili ; it niori^ 

diffh'ult when the eonttmi is that snlijeet wliieti ‘every *«tiinlile niiin 
keeps to himself’. I'lie range and depth of religioun fnlutg 
in different cauiiitrieH, in one land it rides e!oM%, in itiiofliei .it 
loosely^ to ethic's^ and ilie inatdh’stat.iims of it took iltlTri*rail. loi ftity" 
proeeod from thit i.ntellee.tua! or liiiimal extriaites of tiiir luif.itre 
—from the Valiiiiitwis «ir t!m dkmtriks, from ihii Idaiith tl an JU-I 
or the Song of Solomon, U iilmui qm^^^tioiung llie spiriltmliii 
of the religion of Eurojie rir Imlia, we may i'litl llii* 
pnw‘iieal and the latter eonti»mptalivt» ; thi.iUgli it m dtllleitit In 
«ay even as much a» thui witlmui seeming to mmnti litiit the 
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converse is never true, which would be absurd. But Europe, 
certainly England, thinks poorly of a religion that does not result 
in a good life : while India fixes its attention on the quality of the 
religion, the amount of realization and of vision it contains^ and 
leaves the good life to follow as a natural consequence. India is 
still living the age of Eaith. It is no accident, therefore, that the 
nearest analogue we can find to its music is that which culminated 
in the work of the Cinquecentists. Why it is that the Gregorian 
Tones portray a self-surrendering faith we can no more explain 
than we can say why it is that we agree with Heine^s description 
of Mni feste Burg as the Marseillaise of the Reformation, or that 
we recognize an undemonstrative pietism in Charles Wesley's tunes 
and an undeniable suitability for their purpose in the hymns of the 
Salvation Army; but we easily feel that none of these can be 
divorced from their age or occasion. And though we may be 
unable to point to definite characteristics in Indian music which 
are due to its impregnation with a most spiritual form of religion, 
yet its extraordinary correspondence in detail both of time and tune 
with the music of Ecclesiastical Europe justifies the view that 
a peculiar outlook on the world, such for instance as the specifically 
religious outlook, does bring as a result a peculiar form of music. 
The best Indian feels towards his music, as perhaps the best of us 
do towards ours, like the Devout Lover : 

Wheresoe’er my fancy would begin 
Still her perfection lets religion in. 

I touch her, like my heads, with devout care, 

And come unto my courtship as my prayer. 

Of this song, given me by S. M. Maitra, the tune is one 
commonly sung by boatmen in Bengal ; the Bengali words are by 
Indu Bhu&,n Ray, the translation by Maitra. The mad woman 
wandering about bugging a bundle of rags she has collected, with 
village urchins snatching at them, is a common sight ; what is not 
common is the poet^s use of such an image to portray the soul’s 
close communion with God. 

Thou art my tiny bundle of old tom rags, my dearest lord ; and I am 
thine own little mad woman holding thee always on my heart. 

When I am tired I lay myself down under the tree by the rivei^side, and 
sleep in peace, resting my head on thy bosom. 

In the streets men point the finger of scorn at me ; they laugh at me, 
they throw dust on me. 
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Some try to pluck ilice from my heart, ^oiuo tell me fn v i -4 iI-m-o :tw.!.r. 
Ah! i>ut; how eouhl thy niml woiiiaii live without thoo, oiy \mv ! 

PreRsiii|( th<»e to my hreitsi I go on my way. iiful noitlior te;f,r if-vr f.ilfrr ; 
thin mad mind of mine can!H.»i t»e, iourhed }»y niiy trmdde’d 

Lonf(, long years have cmiir* and gone, hut thou art afiil the ou*- 
thing that nevtu" growa old. With what iaH.^man htihh'Hf tliMii flioi 
mad soul of mim^ my love ! 

Mj translator said "Men W(a*]> when they hear 
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There is, it is mid, no stafmnent whieh will apply in ffie wtirde 
of India except t-he g-eographieal one tiint it- is ea^it of Soo/, lliit- 
Ihree HtaietromiH ean he inade ahonf. if whieh no one w'lll lu* dre* 

posetl to deny- -that, it is old ami larip* and lod. IioIjh foni 

time to inon' melody thuit f^nrope has had tiioi" f*? leiirii. 

Thc! eletnents of t.orn^ and rhythm liave heeit eomhined uml reentti-- 
hincKli and Irave left tlm tlieory a tainghHl tuasH fif rortr*^^^'*'h 
and the ptfietiee an inennliealde instinet. Ttm tunieriifiriti for the 
past beeaiisci tif its remoteness, the mental iiftiln«le wliirli lot»k-^ 
away from tlie eiiteg^cirieH of tiirn^ ami space and ittrns its iif fen! iwii 
upon thci esioriee of f-he thing itself, tlm faith wliirli 'liiiks tliii 
present cloiolj witli tire time when the walheil llie eftrlli mii! 

still points to tile visilile imprints of tlndr feet all th*m 

united to pewoiiify everj ideiiieiit of their inniiie^ itinl ji|*aii*ly ttt 


* Tim roaicia for tliii wif of wriltiii Is vx|iklfiet|, in C!l»pt#r f IL 
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preserve names and attributes wbicb have long lost tlieir meaning ; 
so that much of the theory is clear only to those who can read myth. 
Nor on the practical side has extemporization^ as it is there under- 
stood, been learned in a day, nor even in the lifetime of any 
individual; it is, just as much as their fluent public speaking, an 
inherited instinct of the race. This is, of course, bound up with 
another peculiarity, the disinclination to spoil a good memory by 
reliance on the written word or note. The writer heard two girl 
violinists at Tanjore play by heart in unison for five minutes, and 
they never once betrayed by a wrong note or by false intonation the 
fact that they were two and not one. But it is age-long practice 
rather than memory which has placed at the command of the 
best singers that inexhaustible wealth of variation with which they 
make a melody their own, that gift of improvisation which takes on 
an epic quality, as all crafts do that are handed down from father to 
son. To walk on the Old Trunk Road is, it has been said, to step 
into a chapter of Genesis ; and in the same way we catch, in these 
immemorial cadences, the very spirit of the rhapsodists of Hom^r. 
Their music is old, but with an age like the eternal youth of 
Greece, not with a second childhood like the stereotyped formulas 
of the Troubadours. 

The size of a country is to be reckoned not in square miles but 
by its travelling facilities or their absence. The Norwegian valleys 
of Helgedal and Lejra Elv are ten miles distant at their nearest 
point ; but as far apart practically, and as different linguistically, as 
Devon and York. Indian dialects have been variously computed at 
141 and 183; it is probably within the mark to say that India 
comprises 50 peoples, each ranging from thousands to millions, who 
are mutually unintelligible. If it cannot at present be shown that 
music and language follow geographically the same lines, it is patent 
that in ^ch the means of expression is based upon the same general 
principles of phonetic decay, antithesis, exegesis, and so on, and that 
both deepen in secluded communities and broaden upon the stream of 
a universal currency. And the hundreds of names of Indian Bags, 
and many more if we coimt all the variants which, coming from 
different parts of the country, are included under the same name, are 
there to show that ' mood ^ behaves in all respects like dialect. This 
isolation of the village or the tribe has been repeated in the isolation 
of the court. The method of Gwalior has been firmly marked off from 
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of Liu-*kiifiw fir iiihI thi'w from th#' liiffiioil.. uf M y^ftr'*’ 

iunl I'litijttri! find l^rivandruiru Snrh t"Mritii*4 niif rr-n in 

\vlu<‘li load nwi||*i:w worn Buminofl np nntl fidniliili'd ; jiin! ininiir* tii:i! 
wiiH Imrn ill m»r!itclal vidlnyH mnl in wnn fhoro 

nnrHai, l»y rojiil I'mtroiiu^n. If it in ion mnai !*■* aiy tlinf I In’ 
pafroiuign !« withdrawn^ fiinrn an* tiuif. ii tn rii|iidly diiiniii'di- 

iiio*- ; iiiidj 11-14 for till,! Hadiif^ion upon wliiofi tliin iiiiiHi*' 

so lari^idy ilirivnn^ t-ln*rn am In* lift It* prido in Iiim iirMlVMfnMii 1*41 to 
a i^iniiffT whrn ^i^raniophraio roairdn td' lu« ItoFi mrri|oi hi* Itintolif 
in any lar^p.* iown. In spito of all it in dilfiindt to ltrlir‘%r fliuf 
'Miain will lost* iitnui ainl tlnpart from thn oarfltj lai'j^t of all froni ht\ 
))oniit*{il a niro, Aifff fuf //o,v r/ tiifeni rrhiil 

Df'iveioH iirrihfn^ 

Lastly tlna’t* is tin* oliniafn, tlj»* i‘rr«s.‘l of a!ii«'h is fwofold. Sinoi» 
lift* is livtnt untlor tin* Htuiplnsf cotnlitiMith and iiiinli in tlu' Mjtist air, 
djpy lHnn‘r f-nrni*d i*do niifht and ni;dn into thiv, all Iuim’s of flu' 
iwt*iiiy‘*ff»ur Innirs am iivailal»lt% itt *-.omol»Mdy, f*»r ni;i.lun:,r 
Aiul tin* flmnnd t*r td l!io nutsii' iw fidp tar iiiur*' Ilian in l\nr‘-»p»* 
wlu'rn tin* oinulititniH art* tnoro formal to tlri'W*iid t*|oHidy n|«tn l!ir 
hour and. waisoii of itn |a^rft»riitimw It i.i4 dilliadt to flm 

Htr4*ni»:‘fh of iliij4 foidingi who hrlirvi^ limi ttn* hrant)" 

td’ till* miwic! c.|i*jiaids on if.n brin^i hoani at ilw iipjtropriiili* tiiin* am 
iihout iH'jtift! in miwlinr lo flnmn wdn.» «li> ntif. lio'liof wlroiigi*:**! 

whore tin* inusio in |tiirt*al, whon* it iw pt^rhirntal fm* ita tnvn ttukt* 
rather than IVir i.liwjdiiy, iiitd, likt* nvory t»thi*r finairal la-tiid, m vvr\ 
t»ld, Anof-lirr rosult td* fin* ohinarir <*ondiln'iis in ♦o'tii in flo’ flnt 
plitafy <d tin* instrunionfs, din* / tho int»Hf tdahoriifo and I In* 
ohli'wtj has ind- a f ilhit id flu’* otanpln’alioii ot fin* piaiiM ‘ |j.>f flu^ 
ietiwt.»n cd tho s!rin|.|'s luw, tho frain«*worli am |.*o f 4 i,ii|dr, 

mid tin* Iin|,^f*rf 4 lirin|.,^ tm tin* ^dl tne«‘hiiinHiit is dittpoiisod 

with. Nor lire tin* ijrriidiitninH hotwoon tin* h«*st. mnl I ho iror »4 
ijieeinietw wi sulittf* iw m Ihn violin ; for thn ionn iii in»i f'*^:poKntl 
« miielt til nrit iiiHiis on |.dnrkrd on howod Nnitln^r, 

of eriiifiif, iti thnre itny tannparLoti in thn no«! ; pi:iiiiii,lf 4 ivill liny 
ft g'tKid itiiiriiiiieiit. for flin ji!ayi*r*H pnr|H»-i»i*, imd tin* nntny IriH more 
tlmt may lit ipetil oti it- are tavishah th«»U|^li not wiis|«*il, npnii itn 
oriiiimiiiiiititiin *1101111 wliik% for ainiplor ria|uireiiieiitrt, itafiire iirn- 
vides the mit of wliieh an hiHir^i work will fii^liimi 11 #a»rviee 

able fliitt*! |>riividiw itte iv»ler'=poi (e/nif|f| over wdiirh 
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a skin may be stretched to furnish a quite sufficient clrum.^ It is 
not the great heat that matters— the difference between midsummer 
and midwinter is no greater than in Europe — but the all-pervading 
damp of the rains after the searching heat of June. This swells 
the wood and softens the glue and so breaks down the tone of 
elaborately constructed instruments such as we employ. 

We have spoken of some difficulties of understanding music 
which are due to an unfamiliar convention of time or place, or to 
the absence of a convention to which we are accustomed, or to the 
presence of a content which appeals less forcibly to us ; we have also 
considered the effect on the particular music which is under dis- 
cussion, of the conservatism^ the broad expanse, and the climate of 
India. One more cause of the particular form which this music has 
taken is to be found in the language of the country ; for speech is 
logically, if not also historically, prior to song. Sanskrit, with an 
infnsion of Persian in the north, and in the south incorporating 
relics of still older tongues, is the basis of all Indian languages. 
Its pure resonant vowels and clear-cut consonants present the least 
possible obstacles to good vocalization. The fact that quantity 
counts for more than accent in its pronunciation has made metre 
rather than rhythm the decisive element of musical time. The com- 
bination of resonant vowels and a metrical language' has led to the 
development of vocal rather than instrumental music. And since the 
voice employs equable force of tone rather than violent dynamic 
changes, its deficiency in this respect has been made good on the drum. 

That is perhaps as far as the printed page can go in presenting 
to the eye what can only be apprehended by the ear. To suggest 
the effect of that which even musical notation only faintly shows, 
we may borrow a device from the poets. When Homer wanted 
his reader to feel that Helenas beauty was worth all the ten years^ 
agony of Troy, he made him listen to the old men on the walls 
talking about her ways as she had moved amongst them in their 
youth. In that spirit we may read the diary of Pierre Loti in 
the fifth chapter of his Vlnde ; and those who have never heard 
what he speaks of may divine what he means, while those who 
have heard it may take pleasure in his accuracy of observation and 
truth of feeling. 

I Mrd&nga, the general word for drum, means < day-body 
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About four o^clock in the afternoon^ when the midday heat has 
passed; the musicians of the Maharajah'^s orchestra; who have been 
placed at my disposal for a few hourS; enter with noiseless steps, 
bow ceremoniously, and take their seats on the carpet which has 
been spread for them in the verandah. 

In the clear-cut profile and dainty features you recognize at once 
the artist. Gold tinselled turbans are on their heads, and diamonds 
in their ears. A fold of silk, touched here and there with gold leaf 
and disposed in the classic style, is thrown over the shoulder and 
leaves free one side of the body and an arm covered with bangles. 
From their light drapery steals a faint scent of rose-water. 

^^They have brought large instruments with brass strings ; giant 
mandolins and overgrown guitars with the scroll of the finger- 
board ending in the head of some monster. These guitars differ con- 
siderably from one another and are intended to produce very 
different effects ; but they have all of them large sound-boards, and 
occasionally, at the ends of the finger-board, hollow globes looking 
like fruit on a branch. They are painted, gilded, inlaid with ivory ; 
they are old, well seasoned, and valuable. The mere sight of these 
queer shapes awakes in me a feeling of mystery — the mystery of 
India. The musicians smile as they show me them. This one is 
to be caressed by the finger, that to be stroked by the bow, a third 
to be plucked with a mother of pearl plectrum, and there is one 
which is to be played actually by rolling along the strings a little 
oval piece of ebony. Refinements, these, such as our Western 
musicians have never known. Then there are drums tuned to 
different notes and child singers sumptuously dressed, A pro- 
gramme specially printed for me is put into my hand containing 
the melodious polysyllables of the performers^ names. 

By five o’clock they are all there, a score of them, seated on 
the carpet in the growing twilight while the punkah swings 
languidly overhead. And now the monster at the end of each 
guitar has reared its head and the concert is going to begin. 
What devastating sounds will issue, doubtless, from instruments of 
such a build, and what a din from the drums ! I wait, nerving 
myself for much noise. Behind the players is an archway standing 
out against a white porch through which a group of the Maharajah^s 
soldiers are seen standing in the rays of the setting sun, their tur- 
bans glowing in the red light to a deeper red, while the musicians 
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form a dim cluster in deep shadow. The si^dif <>1 (hoii s( imu . I.h 
and the fixed look with which they rc-a,nl (‘ocli ..ll.er rntluT llian 
any actual sound, tells you that the concert has l.e^nn. 

' “A note is held on piammmo, almost i.oo lu-h lor the ear to 
distinguish, like the opening phrase of loh.'M.jnu, and Ihen f l.ron ..- 1 
sevei-al and various developments i)ass('s inlo a, rhvtlnnie n.o\e- 
ment without any increase in the body of sound. Astoiushni.r H e.. 
this almost silent music issuin^^ troin sucli powcn'i ul st nn-s . ^ > 

like the buzzing of a fly imprisoned in your hand, or fho ru .fk 
a moth^s wing against a window-pane, or tln^ dejith stni-r-vlt* ••i o 
dragon-fly. One of the players liokls in his monih n Iittk* ini ^ 
pleLnt, and by the vibration of his cheeks produees iin* sound oi 
a whispering fountain. Another, on oiu* ni tlie lai.L;cs{ ol flu 

guitarSj coaxed by the hand as if the player wen* afraid oi it. kct'|r, 

up on the same notes a prolonged Tuwheo ! liln^ tin* }»lunvd not** ol 
an owl, whilst a third instrument, muted, gives the sound oi t lio surl 
on a distant beach. Then there are taps on the edge <»!* the drtnn 
head with the finger tips which your (‘ar can hardly dc'ieoi. Sud-. 
denly jerks and jolts, xittcrly unexpected, intriMinei* si ma<l fit <d two 
seconds duration; the strings vibnitc sit their iidl length, sind theM* 
same drums, struck differently, utter deep, dull sounds lika^ the lum- 
bering stampede of elephants over hollow ground, or the rundding <d 
a subterranean torrent in some boiling chasm. Then in a monimt all 
grows quiet again, and relapses at last into the whisper with whii h 
it began. 

Seated cross-legged on the ground a young Brahman with 
wonderful eyes holds between his knees an ohjt*(*t wlioso lack of 
finish contrasts strangely with the reliiuanent of the rest. It is 
a rough earthenware jar containing pelibles, au<l its lnrg«' opening 
fits closely to the convex of his bared chest. The voltuiie of lone 
increases or diminishes according as he leaves the jar iiptm or el«»sf * 
it by pressing it to his body, llis extraordinarily agile fingi^rH draw 
from it sounds now twittering, now booming, or again, when the 
pebbles rattle inside, hard and dry like pattering hail. 

When the melody of one of these guitars makcB itsidf fe!t> iihove 
this clamorous silence, it is with a sort of wail by whi(*h tlie Hoimd 
is dragged from one note to the next, an iuimme and jjasHiouatr 
moan of rising grief, and the sobbing melody iuHitaul of being 
drowned is reinforced by the tumult of the unearthly drumming. 
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All this hrini’S tlu' lis<vn<*r into rlnsjM* tMtidi wifh tin* p rii;uiry .if 
human suflj'rinsj!; t.han th<^ supnunrsi mnnuujf'^ nf \\r t.-in im; j,* 
(‘V<‘r (!o* . . . lln* nu'lndio'^ do not, lunvoviuy spral. !<• u - *■! .Mir.tu . 
so romofc* or ho uninl<‘!lip;'ihlo as thoso of a MMii-pd r.r m t 'hniainan. 
If notf at) honn^ in them, \v<* seem at lea^^t fn uielrr fa-jd ihnn. 
ddiey di'piel. t.he pain of a hi»^'hly \vrou';’ht natui'e vvhi' li, tle'ii-vh ;f 
has tra.v<‘lh.*d drwn Iheeenturies hy antdher path, is y» t iinf ra lu ali v 
dilTiuamt from our own. And the p;ipjie’y thnredj thr« u:':h lla‘ 
nUMlium of a. h‘ss (dvili/.ed nnisie, have made us to snuie e\frut 
familiar witJi t.h<*s<‘ forlorn and h'Verish aeisuits. 

^riu* hunum viuee ha<l, I found, been kept for the rod, Unr 
aft(M* another tiny frav'yle h>‘tkin‘v htp\'; in rich attire, with iw* 
almond-shaped and over larp;e, exeeuted iira\ nra pa^ a*;*' . wi:h 
hewikhu'inp' rapijlity. d’he voiee; they «mee had were irov kiol,* u 

a.ln‘a,d3M!\'iiuy, as it \va*re. A man in a ";nld turhan ••.-ini a !r,| 

tlnun, to the S(uind of a. truly awe in pi ri no; pia lurii-, hv ic iuiief 
them with his <W('s, his head hovered like that nf a * nal,e f‘.i oinaf in *; 
a bird ; and you knew that In* was me* jneri/.i:i;r fhem and enuM, if 
he ph»nsed, force to hrea.kinq' point tin* delicate structure of their 
frail (us^aiis. d'ln* words they nrtietdutril t»» tiieir mnior eadeuer . 
w<‘r(* a, praytu* to appeasi* an ano’ere<i pidde? s. 

Last, of all came (In* turn of the /oowo n lumd ome man 

in ilu* prim<‘ of \\ti\ He sinjL^s and nets for me the tanu'iif i of 
a- yotm^;* i^ivl d<‘sert(*d hy her l{>ver. Seat«‘d like tin* re?.t mu the 
jLi’round hi* is at, first. huriiMl in (houjtfht ; his hnwv pm-loT. ; hi ev** 
(ku'kens, d’h(*n his voi(’(* hn*aks out. with the inei a\«* w.nl of an 
Maslern l)ap;pip(S !n his (‘\trerm* Iiii^h iinfas you are - td! :i,uar<'J»\ 
its luu'shin^ss, t hat the v<u<M‘ is a man’s ; hnt inthehfar! hr-doti fonen 
I hear ainl it is a revelation to me the ver\ s»,n:y nf ampit-.h ; 
and his play <d* feat tire and tin* tiuise nn^tions of Ins tapering: 
linp;'(*rs a,ee(*nt uatt* tin* a*i:ony <*f his di“.pair. 

“Tlu'Si* playtTS ami sint^^ers are the servants of fin* Maliara jah. 
Thi'y are to la* heard evsTy day within tlie <;uarded sttllne'.>. of hts 
palaee walls, while menials pass to um} fr«* wifh a euiV I'ooffall, or 
stand with hatuls joined in supplieuiion. Htwv far other than ours 
must be tin* thoue-Iits (»f lliis Monarehs heart; how ibfTerenl his 
outJook upon tin* Siirrow of life, and of lov**, ami of ilealh ! Hut 
musie like this, uneommou in elmnu'ter and diHlini'mi.h|ir«| in piu*- 
forma.net*, reveals to me om* little etirner ui liin stml betler thun tiid 
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our short and formal interview, spoiled by ifs^l iresome puiu-t ilio aiui 
by the constraint of a language not my own.” 

Not all Indian music is at this level ; and one who .lotonninos to 
hear the real thing must be content to pass hours oi hon;doui and 
traverse tracts of philistinism, ignorama?, and want ol skill heloiv 
he has his reward— as, indeed, may he Uie casi' m-aivr home. Hut 
when it comes there is no mistaking it. Mo ilouhf there is otleji 
that added charm which we get, for instance, in reading poetry in 
a foreign language, in which the unfamiliar words contain a poetry 
of their own apart from the poetic use of them ; the very >hnnl, 
of the melody and the old-worldlincss and other-worldliness id the 
setting in which it is heard often compel onr feeling for l.eauly 
even in very humble specimens of the art. We lose, jierhups, hv not 
understanding the words, but less than we might expei-t. Ad t heir 
burden is the simplest desires and the simplest tears -the nnwea ried 
iteration of Miserere Domiue, and the unwearying tale of homa 




Causes liave been here assigned for this ruuKic being what it i*. ; 
and it would seem that the music will not change until Hu- ojuises 
change. Of these the language and the cliiuaii* an* t.wo cmmtuut. 
factors. It is shown in Chapter VI 11 tluit language, espeeia!!)' 
versC; has had a determining effect upon ilu* rhythm of the mtisie ; 
and the climate, besides affecting the (question of in^f rumeutM, 
diminishes the enterprise which is necessary for eonemled nnihit\ 
So far, then, it maybe predieted that the music will nanain met 
rather than rhythmical, vocal rather i.hau itiHiinmuaitul, anti in 
dividual rather than concerted. Tlie ot-her two factors were the 
conservatism and the large area of the eouuiry. Iliis large an»a 
has already been somewhat contracted, and is likely to in* hiitl more 
contracted in the future, by easier and chea|K‘r means of eommunn 
cation; the effect of this, musuuilly, should he to redu(*e tlu' variety 
of Rag and Tdl, and to make the Slialet^is * conform in Hoim* 
common standard. The conservatism will, no doubt, dii* hard. It 
seems to many as if all hope for music lay in rtHJOVcririg the tnuli 
tions and the knowledge which made it so line in the past . 11icy 
believe that art can only prosper under muuilieeut pairouugig and 
that when that is removed art must die. In tlmt they may lie 
right; but when they go on to say, or to iini)ly, iliat the imihria 
iecJimca of the art, its precise formularies as they existed in those 
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(lavH, must Ik' sou;j;'hi. out an<I f{uicki»mMl into I la* nuly luran -; 

of aAvak(‘!u'n^’ ua interest whiVli has fallen asl(M*|% fliry ar«* «'?i iieer 
<l(*l>ataMe fj^reuiuL iMasie cannot sfainl stilK Its v mrf 

consists in riiKlin^jC short <m<s to old routes. In t!ie |irnf-,- - i‘ «!«»»• . 
many things that are nftcrwanls seen to he rejp-etf ahh* ; thry de* 
off, that is al!j and th(* Jirt lives on. 1dve wlnde of ^sir inn d. ,d 
history is full of instances of this. We can appreeiafe the poj>e’ > 
prohil)ition of the sharp h*a,din_j4‘ noti* or M(‘nde!*HNoltn‘s nnnoya!e'.‘ 
at the m(‘tl»ods of llerlioz hy (Hvnsiderin^ the s«>rf rd' rer«'|»liMO wc 
^ave to \Va|>'n<*r’s ^snl)slant ivc ^sevenths and <diromati<‘ hariUMny, 
now l)e(;ome e(»nnnon|ilaees, and an* ^’ivinjL»* to Freiu’h uhoh*-f»iHOH 
aiul to (hn'inan pun* dissonaius*. Fife is too short to s|ii‘rid uitutly 
in livini,!;* in tin* past, and human needs an* ftni in}|>erativc !»» he 
saXislied hy pnfxy. If, is inevitahie that the multiple means nf 
expr(‘ssion whieli Itulian music has at its (*ominand will he r<*dte rd 
in nuinlKU', that, the tim* ed'p’s (d’ them will he worn <lttv\u, and that 
tin* real iummIs will he expn'ssed more simply. aftei* all, a man 

sin^Ji’s heeaus(* it is a- spleinlid tlduir t(* do, and h<*ean .«* le* eamu-X 
help it.; ainl when that i.s really the ea -e he is in.t yerin;:’ h.* 
fett(‘n*d hy ohs(»les(*enl rnl(*s, 

ddie process of simjditieat ion has alreatly hepun. Idte ('.unalte 
system t rankly iipnaes the tu<’etii‘s (exjiniimnl Jn (*hapter l \ i m|’ 
inton:iti<m. In north<*rn India a nnmher <d’ are d‘''ent»i»| a, 

‘in a mixed AVm ’ or *n«tt in a //ey ' and yef are aeeepfed and 
enjoyed. '1 he pre{s»nder;nn‘e nf eouuijnn time { h/,, h an 1 nf 

I {iuf/Htl) <tver all the rtther kind,*, put tn;r, . | h.nPh, h.ivo 

been as ‘^reut in the days wlnm tin* sy.,fmn .d' thirty ti\<‘ /' ; vwis 
invente<l. lilt* * ut*u st\ h* ' t»r drunmrimv icpiurr'. tl,*- • drum WMot, ' 
an<i Ituids Iti Kiin|ilily the t lahnratinu i»t <'rn •, rhvthiu. 

It is all Vein sad; Init there can Im* nu)\ <»iie reim«U to aeeept 
the eoiidiiitms and to make mode firnt in .Kjdfe nf fhem, and affer 
wards on the sfren»rth «d' tlmin. Mmde wtueh is mn hmll upmi the 
imiuedtafi* iusfim'fs and needs of, fin* people no muste al it!!; 
tJiey mtisl maJu* tin* formal iletails of their mnnie jusf. as thev 
makt* their lanu'ujyip*- l»\ aetmiJl\ Hturpn*.; timl Hpeakinrp It in u,h 
lui fioni the truth to nay that' * nnuieti jiittf Mimes* must, ftiwiiii 
in tlieir primitive eondifion as to miv that poetry of fhr twentieth 
umlury mn*^! la* in C luiuecr s haigli-hh, or u 111*111(1111 hive-won^ in 
Vedic Huiiskril, 
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But there are other conditions which need nnf; }«• acccihcl. I f 
the rulers of native states realized what a deatli-hlow flicy uciv 
dealing at their own art by supporting or <'ven aliowiiig a l.ra-< 
band, if the clerk in a government ollice understoo<I the iiidignity 
he was putting on a song by buying the graumpliono uhirh 
grinds it out to him after his day’s labour, if the M.aianmir.lan 

'star’ singer knew that the harmonium with wliieli he a. 

panies himself was ruining his chief asset, his musical car, ami it 
the girl who learns the pianoforte could sec t.hat. all the [iregtcss 
she made was as sure a step towards her own dmiationali/atiim as 
if she crossed the black water and never ndanaicd they w.mM 
pause before they laid such sacrilegious liands on Sara' wati. 
Excuses may be made for such practices, hut there is om* ohjci i i<,ti 
fatal to them all; the instruments are borrowed. W c <lo md hear 
much about Roman music because it was so easy for tlmm to get 
Greek slaves; and the importation of the gavotte ami the miiuiel 
killed the English morris-dancers. To dismiss from India the e 
foreign instruments would not bo to clusdc tlie natural, hut to 
prune away an unnatural growth. 


CHAPTEE I 


A MUSICAL DIARY 

The following pages give an account of musical experiences 
during a tour through India extending over half a dozen months 
of 1910-11. The route, determined by other than musical reasons^ 
lay through the Central Provinces, Madras, Bangalore, Mysore, 
Trichur (exhibition), Travancore, Tanjore, Calcutta, Allahabad 
(exhibition), Dehra Dun, Lahore, Jhelum, Bhavnagar, Poona. It 
is hoped that the reader will excuse the use of the first personal 
pronoun to distinguish a traveller'^s actual experience from infor- 
mation otherwise obtained. 

It must be understood that though many of these melodies were 
in queer scales, no attempt has been made, beyond an occasional 
superscript Jf, b, or where the effect was characteristic, to 
represent niceties of intonation. Where such signs are not ap- 
pended it does not necessarily mean that the songs were in the 
normal scale ; perhaps the singers were finding their voice and the 
initial vagaries were not worth recording, or the tune only came 
once or twice — though generally it came a great many times — or 
perhaps I was not attending. It would have been good to have 
been able to note the exact pitch in each case ; but the absence of 
the proper means made this, except in a few instances, impossible. 
A phonograph cannot be carried on the person or unlimbered and 
brought into action in half a minute, like a camera ; there are also 
conditions, such as distance of the sound, or movement of the 
producer (e. g. in dancing) with attendant dust, which preclude its 
employment altogether. Secondly, as it is impossible for the 
European reader to reproduce the local colour which is imparted 
by curiosities of grace-note or of intonation, it is unnecessary to 
trouble him with them at this stage. And, lastly in attacking 

1 They mean in each case an alteration of less than a semitone, and they are 
in force, like ordinary accidentals, only till the end of the bar, 
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a new subject, as for Europeans, in spite of C^ipfain I hi v’s 
book, this must be called, it is better t(» treat, intonation by itvelf 
(see Chapter IV). It is but little, in any ease, of ian-na -e, wlirf lier 
spoken or chanted, that symbols ean rocmiiv for us: :iwl wbon, av 
here, the choice lies between symbols wlu(*h falsify buf aro under- 
stood and symbols which tell the truth hut, are not n*adi!y intolliirililr, 
there is no doubt which must be adoptcid to ennvey a ‘.general 
impression. 

The very simple melodics here recorded may seem in snnn* inn 
trivial to have been worth while. But if art is * doin^' (Munmon 
things in an uncommon way', it seems clear tliai we mud bo 
familiar with the common things before we ean npproeindi' 
uncommon way of doing them. It is jtist for Inek id' Ihi’-i, uf 
familiarity with such simple things as nursery rhynn^H mn! i4:anu's 
that we of ten fail to understand the poetry of a fi»n*ign <*ountry. 
It does not, however, occur to us that the same is tnn^ f«f niu^ie, 
because European music, which is all that most of us kmnv, e 
cosmopolitan, and to understand a foreign com poser if is seld<*iu 
necessary to study the Folk-song of his country. Il<» is tisiug 
a familiar language, but doing unfamiliar things with, ib Buf 
as soon as we leave Europe the language of music is not- Familiar 
to us, and our first object must be to learn it. We have iu be 
humble, and begin with a ^simple exercise' book. 

One caution with regard to these tunes. It w<mld lx* a miwfake 
to play them on a keyed instrument : they Bhould lie played nn ihv 
violin, or sung, or whistled, or merely thought. Not only lH‘eaust- 
there is then a hope of their being rendered in naitiral inbmatien 
and of getting the sharp edges of the tones rouudiHl by some smi 
of portammf'Oj but also because the temperament of a insf rn 

ment, in Europe the piano, in India the harmonium, has a u«ii|iic 
power of making an unharmonizod melody sound invincibly chiiu- 
monplace. 

In all the melodies the tonic is C unless otherwise HlatcHl. It 
may be asked what decided in each case whiesh note was the 
At the time of hearing the song there was seldom any <loubt aboiif 
it, and the doubtful cases are those for which no special imte «l the 
tonic was made at the time. What exactly dccidtHi the {Kjint at 
the time is a little difficult to partietdarize : it wm samcihinj^ 
almost personal— just as when we read a book written by a man 
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whom we actually know we get a better idea of his meaning than 
others would who do not know him. Tonality depends upon such 
things as the particular turn of phrase^ the repetitions, the accom- 
panying words, and these may, of course, be reproduced on paper. 
But it is, further, suggested in the extent to which particular notes 
are made essential or accidental, the exact amount of strength given 
to a leading note or to an appoggiatura, the emphasis in the accom- 
panying percussion, minute retardations and anticipations, grace- 
notes at particular places, even the mere expression of face and 
hand — and most of these defy notation. The sum total of all these 
guides us, without our quite knowing how, to the general plan of 
the music, and thereby to its tonic. For a tonic is a tendency rather 
than a fact. All we could say of our own music is that in propor- 
tion as it exists for its own sake, and not for the sake of some other 
thing — words, or situation, or programme — it has a tendency to 
centre round some one note. Harmony can mark this note with 
exceptional precision ; and we are apt therefore in looking for the 
tonic in an unharmonized melody to supply those harmonies mentally, 
and so to bring what we hope to find. In the Arab tunes, Nos. 
52-4, for instance, it is impossible to say without having heard a 
good deal of Arabian music what they would regard as the tonic. 

Except in street cries and sailors^ chanties — the former in order 
to make the voice carry and to secure prompt recognition, the latter 
to ensure precision of movement — we hardly know in Europe that 
melodic impulse which finds vent in the occupation songs ^ of the 
East. The contrast of the two worlds is epitomized for us even 
before we actually land at Bombay. The A.B. seaman jolts out in 
a gruff practical voice his 

Ligiits are bright and &l’s well! 
and the Lascar follows with a smooth, dreamy 

Ex. 

2 . 

Khub dekb-ta hai 
(Good watch is kept) 

It is an allegory. On the one hand, the essentials in the fewest 
possible words, with stress and energy, in matter of fact tones ; on 

^ See Karl Bucher, Arbeit undt Bhythmm, Teubner, Leipzig, 1909. 
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the other, pitch substituted for stress, a generalization for a state- 
ment of fact, and through it all a suggestion that Time has no 
meaning as opposed to Eternity, with the implication that we m'e 
in Eternity all the time, though we are apt to forget it. 

Neither street cries nor chanties are common in India in the 
sense in which we understand them. The typical mode of selling 
wares is not to take them to the customer, but to let him come to 
them, sit down, and open an interminable bargain. A small amount 
of coolie labour requires concerted action it is true, and that some- 
times necessitates rhythmical motion : but the typical method of 
work is individual — ^innumerable baskets, buckets, bamboo poles, 
contribute their quota, but severally ; many shoulders lift the 
dhooly (palanquin) or many heads the grand piano, but the feet 
break step ; many hundreds of hands man the ropes of the god^s car, 
but the effort, at the instigation of voice or even whip of perambu- 
lating priests, is spasmodic. 

At any rate, I heard very few songs intended as rhythmical 
accompaniment to effort, and seem only to have recorded one. Six 
men were on a roof lifting a block of building stone. The foreman 
sang the solo. 


Solo. Chorus. 



Arju - re ja-na-wa-ra ja Ar ju - re ja-na-wa-ra ja^ 


The pull was on the last note of the chorus. 

A common use of song is to give words of command to 
domesticated animals. At a well at Poona the water was drawn by 
a skin let down by two ropes. When the skin reached the water 
one rope was slacked and the mouth of the skin opened. The cattle 
marched slowly down an incline, pulling on the ropes, and, as soon 
as the contents of the skin had been emptied into the trough which 
carried the water out over a neighbouring field, backed again up 
the incline a Uttle slower still. When the well-man started them 

. w ® 2 


down be sausr 

o 


Ex.j 

: 


^ The speUing is phonetic. 

’ When the superscript accidental is in hraciets it means that the note was 
sung sometimes one way, sometimes the other. 
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;hi( 1 \vh(*n, afior a niinufrV iiif(‘rval h«‘ )m«‘kc(i fluTU tip a;.j^ii!n, 

5. ’1 


l^his prfK*<*ss wind oiii f»f) niv kM<nvl(*<i.vp‘ f<>r (hm* Imurs, and iinthalnv 
many morn. 

In tlu* lua^lihourlinoil of Matlnn- Hm wells an* W(H*k«sl hy tin- 
phu)fi<t, A bamhoo pole is halaiirntl ci’ni svvi-:** c»n annfhnr; at om* 
(‘mi is a at ihn ollo’r a. bm-krl. A man stiimls af thr 

junction of (In* poI<‘s ami throws his wci;j;hf a'»’ainsl the fidl hurkrl. 

liunaMs no riiyllnuic mofioti In cmplnca/c, a^‘d llmrc arc n * 
animals i.o direct.; il is nuuady a tpicstioTi tif half a f!(»zen hours attd 
hundreds td‘ huckeiruls. I \va^; unahh* in a idiorl ^Jav to linti a man 
a<‘tua.lly working;’ arid sin<*’infv: ' *» nm* wa . per uiidcd fn come fo me 
and sin^LV, a. very dilTercnl Ihiuy;. ddii:. \va ; hi. iiiflMd\. d'hr (’ \v;is 
slinid-Iy sharp ; the inimnal- (' R and R \ * ermed to he almuf 
e<[ual. 


ri- so. 



Ilet. tip <Mi the pii’iitta, Pillai^^.tr^ lu.oh* t»l‘ enw duii.i.f, j*dl.iiy.n made nt mad 
I oiler rice, eneiianid, e;rlii\ whe.tf. jpaia. 
feotuii;. huekeiH? . . d, lU, 1 } , . 

Have 1 eoiue here, ( t iii;nd«”tt, only to i.lerj* '• 
idle tiehln sdl wid ate ready tn teeri\e ’'.eedlmr!:'- 

(i«‘i hulloeka ready l*» pliMi;di, 

IteddisU I »n»wii, with while horn t, 

Tl»e tauilra} hulloek tdaek, with white hniiin. 

Hai*n(*HH four h>fpdh«*r, 

lh'iv(» tlieni iwer th«‘ wvi iieldn ; 

After tint groumi ta prepared 
d’he HcediiiigH will ^:row ou i\w haak ntthe kike, 
hanniftt) . , P7, ‘!s . , 

d’he river in damiaed, 
d'hen* an* vegid.ahlrH ia I he |,^ardens 
And iiijingneH an the irecM ; 

* Pinnijia’ indly g««k 
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I mix these with wheat and curd. 

I have a long distance to go, 

But I am happy with you here my dear. 

Where is your husband ? 

(counts) . . 63, 64 . . 

He is not to be found here. 

He married me and went on board ship. 

If I am a chaste woman, 

The ship will return with my husband. 

(counts) . . 101, 102 . . 

My beloved had sore eyes, 

He was jealous and avaricious, 

(counts) . . 116, 117, &c., &c. 

Melodies like these are appropriate to particular occupations, and 
new words are fitted to them from time to time. For the tradi- 
tional occupations a new tune is seldom invented. The tune for 
each occupation has a special name. In Behar, every mill-song is 
zjdMfj every cowherd^s song a chdeJiar^ and so on.^ 

But one comes across tunes in the making from beggars, fakirs, 
reciters. Some boy acrobats at Bombay gradually formed their 
petitions into 



We have played and sung to you; let our words be heard. 


On tour with an Indian civilian we inspected a village school. 
After the boys had gone through their gymnastics, the ' monkev- 
leap the ‘ crocc^le crawP, and the like, we received the pungent 
and m my ease vicarious tribute of marigold wreaths, and the sehool- 
i^recit^ a Sanskrit poem of his own composition in honour 
j aepresidi^ J^tary. Beginning with a mere rise and fall 
of the voice it settled graduaUy into a set melody. 

Tonic G. ? 



Fakirs at the annual fair at Allahabad, the 

rivers, evolved : ^ 


junction of the two 


see an artide by G. A. Grierson in the Z E. A. S., vol. xviii, p. 210. 
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d '00. Solo. 


C ? 5 •'• ff K m m » 'j , 


m m m -mm 

f i^ '0* ^ ^ 

Oau gil Ja iuU‘«fi tl - ra - (.ho ka^ ra« lo KAnt j^hiUa ;*h ou afi lla ii 


Ch<irug. 




f« 

10 


Ha ri Uii 


n k s 

90 0 i0 

nta nu to. 


Ril “ lua lui ' la RUni-ghfita os-uu-un 

To the GanguH aiul J'umiiu pil^n'inii^^o tnako ; af iho Ihitoghat l«aflufi|.j llio 
name of tho god liilina you havo gut ti.o. if you hatiio yotj %vill g*'!|. 


A. heirjLTJJr woman ono Innainul \ar(is off had a variant of tlnn; 

r> r> 4. 


Ex. 

iO. 


U = " 


0 . .M :M r 


<**4»*'*^ 0- 0f mi ■ 0 


A liiil(,‘ fiir(lu*r on sotno hoj" ho;rj;nrs 



'rhis iunu'd out ho\v(*vor t(» 1 h\ apparently , h remlrrln:: ''1 a 
which waH l)cin<;* Kung* ui tltc time hy a cf*h*hrat«‘d Miupu* u! the 
(‘xhihithm, of which two verMonn were: 

(1) rJ m. 

“ilclc-r. .H)!.. I 

CJ) J.^ir)0. 

r r ri r *, I 

au<l further Jevu'lopnieuts : 

(3) rJ- W. 

I-IJ.J'IJ -"JIJ jI^j 

^‘1.! > J ril-!'' ■! ' h j ."Dl., ■ - I 

' ' 5l*E££/££^i'-''^U'j -■ -I 

so t.hat it does not do to ho too Hurc that. cvt*ry hegigar k a compoit^r 
jilso. 

* Tlw italioixid a*i am iiiorgnaitj; they nm Imdy fur V'urtttl^«iU<ui, 
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Half a mile away two beggar girls were singiog wor-ls of whir!. 
I only made out Sdnm, at the beginning an<I end ; 

J = 100 . 

Ex. 

18, 


^Eb£3!r::,i- ' Cl/ w ' 


Sa - ri *• na 


Sa - Vi - iu\ 


I !■ 


' m ■ 0 i 
[, ! 


' ’I 

Ki\ - rS “ nA 

Two coolies at Mussouri, driving i^nieH up the hill will, h'nds, 
answered each other with 
d«90. 


Ex. 

14. 






J-80. 




1 


There is a slight resemblance in these, as n'gards m<^kKlie figure, in 
a tune sung by some boys coming home from their \Vfn*k iwn’oitu lit#’ 
Maidan at Calcutta— though that was rather a wmg from /uri el' 
occupation : 



At Bangalore men and women were pullin|f a ralli»r <iver a urw 
made road. The voices were rough; the solo cmithuHiiiHtie but el' 
poor tone, and the chorus consequently took ntune iiitte to net lb* 
down to the tune. Several of the men punctuiited the of flir 
songs with boos and poohs to represent the clruni at the phter-^ 
marked * ; they were started by the man wlm 8era|KHl the tuuti off 
the roller. (Alternate four and six-bar sections.) 


Ex. 

17. 


J-=60. Solo. 



* # 
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■:l; ^ ■^ -pS-'pS - ; ' 

• m \ m • 0 • f - : ♦ 

■■ «S3 


CljoruH. 




cs'i ■ m ea tsa .' 

0 0 4 m 0 t ' 


81 . 


psa , . 

J m ml J 


S : ^ 



G 

0 • 


' I m ^ m 

' I ; 


yj 


0 m 

: 


0 V 0 0 0 


j 1* 0 m 


©4rrf f’ClCL' 


0 Jm 


('h<»rUrL 

^10 0 0 0^0 


z c 

0 ' m 


0 m'< 


Holo, 


Ex 
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^riu* wonln (if No. U) \vi*rv: 








Air, 


Dniupadi, wlih of tlii' l^intlava king* (Hiigotnotl hcm lf loi a to |*rt 

B(hmI for hot* nioi* to phutl itt thi' wililorjtoHH* waw ah\u»l of hr« 

(‘tKOitioH and oonsinv;, tin' KanniviiH. If «ho wan t nn^rht ln*r iar»' Mifiild iiA***’ 
to Hjnatil anothor t wtdvtt janira in iho wililovno i .. If f.uo hit, \i|i hat tih.iU 
WO poor innHiilM doV 

^rh<' u(*xf (ia,}h nf<<‘r uiuoh warolun'r uml (hday, I fouinl a WHinan 
who was famous for lM*r soii|jfH ni Nlm taf wttli 

a fneml on (In' ground lu^foro a htr;.^(» nnudur, uud moh ofirroii x%iih 
luw postle Komotinu'H in iiun* with the w»n^, Mumdiun w m*i.^ 


Ex 

20. 


^|3 


JU ‘ J 




^ J d 


0 0 


d ^ 


» . .. .«iip • ^ ^ 0 * 0 d 0 ' d * 0 0 


nsnh ' • 


(lainil.) Think of Ihuiia. Do not wanto litinn It ig nhorD Alwiji gnriif 
of Eiitna. 


* Soil illu«tratliin, l». (Vi, 
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About Krislma. He used to plague tlio girln. llicy coiuphuiird io Iuh 
mother. His mother told him to be butler Invlumul 



Sin not ; or you will go to hell (Naraka]» 


Ex.: 
23 . 1 





m iPmj 


(Sanskrit.) Hama is the only true God wliom every one thinkH t»r. 











(Canarese.) Wo have several avatars. 7’1 uh is a worhl id’ pain, tln re h 
no happiness here. Therefore do meritoriuuH dtaJilH. 


Ex. 

25 . 


3 






M 






s? 






A Rajah’s son sees a beauty in the street and olFtni her a lakh of rnputai. 


Ex.: 
26 . : 






.—.■.1 







About a wicked Brahman who married a Pariah girl 


With the last dozen songs or so we havc^ bi‘gwn to or«wi4 tin* 
rather shadowy line which divides Occupation Song« ftxim onliniiry 
Folk-song. 

It -was not till I had been some monlha in India that 1 found tins 
opportunity I had been waiting for of over/iearinff a folk-mchxiy. 
I awoke at Madras, about 5.80 a.in., to the sound of singing ; it 
was next door, and seemed to come from a woman ulmut her house- 
hold duties. In the dim light I scribbled down the following : 
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A Id? .. W'*... 

J 4. J'J.J'l^'j 



" J J - 




• 90 











1W n- 




i 




i 


Mont <)!’ ilu^ phrant^H wrri' n*}M'utv<l luiuiy tiiarH* an mauj an tin ^ 
a iVw only oiu'o or iwk’O* The variaiitaiH worn ininwlnrinl pifH’r . 
meal; Ixith m'liouH wow woKlom variod at t!io Haiiio tiim*, th«nig!i 
tliey are nhowti ho lu‘n» for brevity. The flattenini^ of flie I) 
appeared to lake place otdy when there whh no inonlenl^ und n*‘i 
alwayH t-ln'ii. I douM. know ht*w lon‘»; ^lle had heiai i.roini^’ on . 
what is ;4*iv<'n took uhout half an hour to i 

This htuuhh* jneI<Kl}% itnprovistnl without shvrteHS<»n tlie nui* hatel 
or any iileaof nhowin^rofT on tlie olinu', may serve uh ati inf rotiuef imi 
to ilio tribal son^s whieh ftillow. It sluovs tin* way in wlueli tin*) 
wore varie<l atid expanded, or wotdtl iia,Vf* l»een if there bail been 
time; and the l>are ihemeH whieh are set down in tin* follow ttn^ 
pages nnist ht^ injagint'd as having been ho treated. The ritpe! 
sueceseiou c>£ variations tnnde it often diflteuli to note the tune itl. 
all, espeeially a« reganls that very ehisivt^ point, rliythni. The 
earlier nuilodies tnay, Hkit ehleHt sons, lie t-o so:ine’ extent exjieri- 
luentH; hut nothing has been given that ! did not satisfy mymdf 
was Hulistantially eorreet. The <tuestion of ijuarterd-onef* will he 
dealt with later; any etmehiHioiiH tliat umy he tlrawit frotti 
examples as to the general stmeture of folk-meliHly will not he 
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vitiated by assuming them all to have been as tln^y are written, ate! 
as in fact many of them appeared to be sung, in tin* (nnlemiieredi 
tones and semitones of the European just, seale. 

From Nagpur, where my tour l>egaJi, I went to Wursi, a f^w 
hours distant by train, where a party of m (n'mh wen* to mnrrh 
in from Moholi, a couple of dozen miles away, Owing to Hume 
misunderstanding they failed to appear that. <lay at all, aiul un ivi’d 
only at nine the next morning at the station, tnir train, live only om* 
in the day, being due at tcn.^ We found there a crowd of I uenty 
two under Raimi Patel of Chingli (east of Moludi), a man ot filly, 
with a striking face full of humour and eharaettu*, the flat nr*se and 
thick lips of the Gond, and a thiek-Bct figure on bow Irirs, 11.* 
marshalled his pupils and divided them for singing into two psirtio^ 
of ten and twelve. These songs, being the first of the kiml I bad 
heard, could not be noted with any accuracy. T!u^ words o»F tliivo 
of them were : 


1. The bird is crying. Why is thci lilrd eryiiig V It in with 

for its mate. Nowhere can she find her mate. The iVieod In in gri»*t f«»r thr 
friend. She does not find the friend here. In thin eountry h<* not fotind. 
She must go to the lower country and seek him. If slie will go far llwn ^do* 
will find him. 

2. Quickly, sister, make the pej (gruel). 

For twenty or thirty years you have not asked mi* to make the prj: v^h v 
do you ask me now ? Where are you going V 
I am taking the black bullock to the bazar. 

If you go I will go too. 

No, you must not go. If you go they will say ^ Bee, tin* brotlou’ ami mfdri 
go together’. It is like a man and wife going together, ami that will !*»* 
a scandal. No, you must not come. 

3. The clouds look like rain. There are big dropn falling, llain \ui* 
fallen in the upper country; the mlan are full. Everywhere there m mm. 
DMmdr (boatman), bring quickly your boat. 

What pay will you give me ? 

I will give you the bracelet on my arm. 

I am not married ; what use is a bracelet to me ? 

I have no money in my hand. I will go with (i.o. marry) y<ni. kitiiirh 
your boat. 


They next arranged themselves in a close packed circle fm* 

^ I mention this not to reproach them or the Malgn»r (vitlag« 
who organized the meeting and no doubt did hin best, but to nhciw by n I) |ilr«! 
instance the sort of difficulties, ovor and ahovo the nu»tako« wm umm4t\ 
which have rendered these records necessarily iinperfoct. 
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with Kainu sarnelimos it) fl»o 

round outside and exhodiii^ individuals. In tin* socoud fluiUM* flo v 
linked hands h(*hiud ea(‘h o(h<u\s hatdvs ; in the third tliey t*n>ke 
from their eireular into a ser|HUitin(» inoveinenU atnl Ineked hke 
a seetion of a |j^iant eentripede erawlinn; ahntd. Mest <4' flu* d;ui«’imt 
<‘onsisted^ here as elsewliere, iiuTely in n'volving' slewly Svidder'ddtH ' 
with a shuflling’ g’aife, bendin-Lj: their laKlies fewards the eentre and 
(dapping* tlieir hands in rhythm. 'Uu* inten’slin^f p«dni ni fh<» 
(lamaTtg was the tr(*atitieni of tin* blank beat, (/7/f//^ k Uney |uif fiiiir 
II for riglit fooi;^ L for k‘id, h for I'erwards, and B for iiai'kwardn, 
the ordinary rliythins WiTo daiUM'd thus : 


T/irre Hmt; 

1 2 

CM I 

2 

Ctj. 



K I*' li I-' 

it H. L K 

R F 

h H 


I'lmv 

1 2 

(.'!) l, 

1 



\ 

t 1'' I, !<’ 

R H L !•', 

H F 

L F 1 

1 15 1. 

Fin' timf 






1 2 

(:$) .1. 

Oh 1 

O 

{:5) 

t 

R !<’ L l<’ 

R n Li 

It 15, li 1 

!•’ It 1 

' L 15 

H F 


And similarly with 

/me I (2) :i (i) 5 (» (<mr 2, ml Jj) 

AV/v,v/ fime I 2 (d) 4 (5) (5 (7) 

Anotlu^r dan(‘e of whieli I was too busy noting* tin* tune !»» witt(d» 
the feet was in slow iripl(d(*d Fev(*n rhyfbiiu 


E%. 

28 . 






I(. WUH full <if frnicc miles of euitrsi*, Im( as inu,.! of Uie j,err..i utei H 
choso their own e:ruees, ami (iieir own nmmeiiN j,. a|.|ily Ihem, iJ 
was iinpossihlo to (li.stin/jrnisli more than (wo wi,ieh i-njoye.l a 
consonsiis of oihnion. 

Thon followed an interval for iittltin>. riee on their ,//,„/.■». 'I’ln'se 
are harrel-ahaiied drnnjs with t.-nninal <liani.'fer»t of seven ami eij^hi 
inohcfl respeetively. Ht.iled ri.m mixed with woo,l.a«h was npj.lkl 
to the lar/ser t»n<l,» tht‘rehy yivins' more resoiiarn’e to the tone ami 
lowcrin;^ the piteh Ity anythin^f up to an oetnve. I’hey di<l not, 
tunc the <l/io/t to the Haum note hy tijfhteuinj' the hraeJa, nor «lHi 
they aim at any definite interval la-tween the two end* of the tUof, 

T.lJmo'""'*. ^ <*'' «■«'' ««*» »>*• »-y Umt fi.in.., 

lion lUiagH luo ^tldtal winni obtainable, for urmiw rmamumh 
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by the application of the rice. They hro, no win.i or .inj. ■ 
they would have played the l)amhoo flufv, hut ‘ w<u,l<l hav.* hud h. 

make one', and there was no time. 

They then formed in a Iar<?e circle, ouch willi liis dnitn fdun;:. 
with two peacock feathers rising straight up i’rotu hi^ and 

a bunch that looked like grass \vi(h hcans or !««!« iil (he end 
hanging down behind. Between man and man was a <liK(ancc of 
two'^feet, which each kept aceumte by touching his righ(-han.l 
neighbour during the silent heats of the rhythm, heating in find 
the silent beat on him. Bainu now dancctl amongst his m.ui, 
shouting directions every now and then, lie was dist inguished md 
only by his absence of ornament, hut hy his ahundant g<.>.d liunu.ur 
and zest. The dance began witli a wild prolonged shriek ; this was 
followed hy a steady monotonous heat on the drums as they walkfsl 
round, apparently to settle themselves at their proper distunees. 
Next they adopted a stealthy crouching stej), all eyeing the eeidre, 
to a four-rhythm. The next dance, in three-rhythn), six lieats, 
with the fifth and later on the sixth also omitt(Hl, or rather supplirtl 
only on a single drum, showed a limi>ing gait. These wi-re wetiding 
dances, and without singing: the only sound beyond the pattering 
and shuffling of feet in the deep sand being an oceiisionul wlnstp 
after the manner of Scotch reels. Then then' was a Bmernl dnnee ; 
nine men facing another row of nin<^ and lulvaneing as (hey 
retreated, and vice versa, with linked arms, 'riiis sluaikl have Iss'n 
at night; and they protested that it was ‘a foolish danee ’ it» the 
garishness of day. They chanted, without drams. 

At Raipur a Gond played the bamboo flute {htlnun), an inst rument 
with the tone of the clarinet, and blown at the end but without, rew! ; 
it had six holes covered by the left finger tips and right knuckle 
joints. A characteristic of these tunes was the very long ein*seend«M'<i 
tonic. Assuming the C to be in tune the higher note's were all 
a little flat, the R most so, and the lower one a little sharp ; the (’ 
itself sharpened a good deal under the overblowing of the iTesaennIo, 


Phonogram. Allegro, jr 


£ix:.d 



-I 

P77'-- -satT-q 



29 . 1 

%j 


s 




Ki-ifk.. 1 ® 1 f . 





A Kanuoar also played the singdraj a sort of attenuated kit. It had 
two strings which the player tuned to C and F and then began 
to play. I asked if they were right, and he altered them with a 
smile to C and G and said they were right now. The G- was used 
as drone, so that tbe tune was below it ; each section closed on two 
G^s. They had also a slow dance with bells fastened below the knee 
like morris-dancers. (See illustration, preceding page.) 

At Trichur (west coast) there was an exhibition of local indus- 
tries, and tribal musicians had been brought in. The Malyas, from 
the spurs of the neighbouring hills, sang : 



‘ A handsome girl makes her appearance with joy.* 


and two of them alternately : 



* A handsome maiden became a mother and had a son. She had a dream ’ 
but it appeared to pass the wit of my interpreter to say what manner of 
dream it was. 


In this there was one short passage in fourths which however only 
occurred once, and was gone before I could note it. It is impossible 
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of course to get any particular passage repented unless ymt know 
and can ask for the words of it; they repented the whole sung hy 
req^uestj but the passage did not recur. 

In their dance the left foot, slightly advanced, came on the heat, 
and the weight of the body, a little bowed, was plawd on it. 'rhen 
the leg, and with a serpentine movement the. whole body , st raigldauicd 
again.'i 


Ex. 

S3. 



0 -0 ^ ^ m 





Towards the end there was more action; the fe(‘f {hinir hiLj:in‘r, the 
right foot turned out, the body facing allornufcly ri^hf niid h*Ft, and 
so on. Then a;m.v miL The dancer could not gof' his u4'rrun|uuiiincni 
(a single singer) to his satisfaction for a long firm*, utoi they 
wrangled as to how the tune went. The Katltirn wlnt were fo sing 
next were sitting by; and one of these broke in with a wildly 
different tune as a suggestion ; but the wuh nuf in fhe h*asi 

put out, and got bis way in the end, wlu<‘h was this, 



^ I 



sung alternately by himself and his accompaniHt. 

It was now the Kadan’ turn. Ono played th« Ho hml 

great trouble in getting his reed to speak llus tmiic ((’) pr..jKTly, 
and cut several before he was satisfied; the Mal>/n dmiccr did not 
fail to note his distress. It is curious how hanl if. was fu urrivi* at 
the scale of this instrument. The player had no notion of playing 
a single note by itself, he invariably played a grace with it, simwing 
how inseparable grace is from oven the simplest phrase. It was 
achieved at last hy my holding down his fingers in sucfesHion. A 
phrase which frequently occurred in his playing was : 



^ See illustration, p. 80. 

* Pronounce, Mrm. KurSl is the name in Tamil for the first not., of the son!* 
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Two Radars sang : 



*A maiden cliewed betel nut, and walked gaily round the streets of 


Coimbatore.’ 



Maddale. jr3.r2.^in 


A wedding song : the drum was the maddale o£ p. 42. 

Next came the Boatmen of Ernakulam, called f elans?' First 

a long song with six variations — ^ seven ways ^ of singings he called it. 


11 . 



the first four minor, the last three major. No. VII got faster at 
each repetition. The general sense was : Invocation to a deity to 
inspire the singer ; description of a town ; of a palace ; of a temple ; 

^ Yel~ rhymes with ^ pale *. 

D 
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in praise of tie Rajah of Cochin (who hail opcnal the cxhiliitimi); 
rowing in a boat. Fmgments of other boatinen’s songs were ; 





Two now appeared. This tribi! formed in old days the 

band of the Rajah, but has sunk now into the posit ion of an infi-rior 
easte. They are reeognized magicians. An astrologer settles what, 
is the form (mierti) of the demon, and the I’dmiuf are called in to 
exorcise it. They perform the exorcism (ti'yattam) with dnnn and 
pipe; occasionally they wear masks. Their pollution distan<-e, that, 
namely, within which they may not approach a Brahman, is .'ifi loot. 
The usual time of year for exorcism is July and August, when 
demons are apt to be specially prevalent and malicious, when in 
fact the rains have developed a certain amount of malaria. 

A man and his wife sang alternately with a clnikrttitutifii ‘ and 
a triangle, which divided the eight quavers respectively as B + 2 + 3 
and2 + 2+4, thus: 


Bx. ®™ii. 4 •T'TtJ'tJ'it 
41. Trlaji(jIo. 

Two other of their tunes arc these : 


Two Panan men. (Phonogram.) 
Tala.L 







r J, J 







^ ‘ Circular tambourine’, 9 inches diameter, 2 inches deep j lh« lueiw oross the 
back, and are held in the left hand ; see illustration, p. 42. 
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ClK>ms. 


Si) In, 






-fm m 


5 ir jrj 






p: m.. ' 


■Cr 


f -0 





mrm 


m~ P., 

" " Us 


^T^-:rr\P 4 J'jf' I ^ 


STflZsr -f J -1 


; : h /• 


(rUuu«»K.*'aJt» «’iulf4.) 


Piliuin wtivnan. (FlmuoKmin.) 



v!>rf Pf^rPri^f f 1 

p.-l I ‘ M ! 1 -uuj ohfcLJ * t ii i;i .. gA.. . i V,..,,:. f I 






II 

'*sij,may -^icJir j® ij I 

■^33B:3335l!.lji5.-Q3 -05 J73^ 1 

tipiECm-Oyl j£f rfir^,,2j;3? Ipj 3, | 

ia:J2Led5f5!;33l.i 


’li“r: 


D a 
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They are quite different from the ncifyhbonn’np;* tnn<\«j ; liofh have 
a large compass^ ten or eleven notes, and both osrillale from trmic* 
to dominant, each section closing on tlie tonic. Tlu^ woman also 
definitely closed her tune on the tonic, making a inuisc, whicli an 
Indian seldom does; and it is rare to find instances of sncli disjuiK^t 
motion as in bar 4 , where the dominant chord is dist inctly formed 
twice. Lastly the arrangement of l)ars in Kx. 43 is clalioraf c t «f 
34.4 + 2 + 3 + 3 + 3 + 8; and the quick triplet(‘d rhyflun unnsuii!. 
Next day I started for Paddikad, ten uncomfortahh* miIt‘H by 
ehhd. Malayam (different from MaJya^ wt^re to emm* in to the 
Traveller's Bungalow and receive their annual pn'seni from 1 !h? 
Sirhar of cloth, rice, coco-nuts, coco-nut oil, (^hilis, and iol>acco. 
They sang, with drum. First a boy of ten as solo with a (diorus 
men and women : 



Then the men alone : 


jSx. 





p- — P -Ip. 


Lastly the women danced. Alternate feet were pliwetl heliiml, tho 
body mclmed to that side, and tho correspond in^L;- hatitl lamlo » 
motion as i£ sowing paddy ^ : meanwhile tho men aan'*- 



Of course all these skeleton themes were considerably varial. As to 
the thirds, though they oscillated a good deal between major and 
^ See illustration, p. SO. 
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inor, there was little doul.t l.y the tiin«‘ (h.> tune whs fiiii-h.-il ;is f.. 
iiich was intended. IVlost of the t\ines (ptii'kened f. .wards t li.' esid. 
le performers clapped the time; hut as they differed fr.iin .me 
lother it was not easy, on one or two oeea'<inns, to make out, 
liether they were beating' 2 + 2, 2 + 2, or 2 + 2. I’rohnlily I’.v. t t 
is intended for 2 + 3, but the drag of (he ehonm soon s.-t(l.'.l it 

to 8b 3 Hh 3. 

At Alloppey, furthor down the coanf, Hindu iMifdiinii 

nding Arabs at tlic pier. Tlu‘ iHiaiiiien : 


KX.! 

61. : 




ic Arabs 


g'&i.t! I* y y * 1*3^ " 11 ' ■«' “r • ! ' • - ■ 

b b h H 

■■“J - t,, - 1* * yy - 

Touii^? 


j'trJ3:.y 

^ - " II ■■ ■■ 

+;j-IJ - yii_r r\i - 

Tonic ? Ohonm. 

immLrlt f,]*r 

-^p ''if 


lite a (lillerent Heal(‘. Th<‘He w<‘n! Hlierl phraseM In^t wefii tin* J>t 
bVom (luilon to Trivandrum is a serit^soT laki‘s ;uul bumuMl 

■ tbe silting', in ('arly iiino.'d^ of tin* alluvium of tivr rivtun, 
leppey in a, bout half way ; and tlu‘ imdlmd <if rttliivut iun tlirro t« 
in. The fields, surround(*d by low bunks, ure^ durinf,^ the mins» 
undated, and <;oat.(Hl willi fresli soil. The water is then pumped 
t, and paddy so-wn. Pnielieally a lar/i*:e paH- of llte emiiifry is 
)8t of the year under water of slmlhiw depth, and loetimoiioii in 
most entirely by boat. This lendn itself to sini^ditf^, I luid two 
portunities, Onee, in an open Isial with four mem 1 was iniiirinii 
their lanf,^uage and hml no intiU‘pr(*ti*r, so ihuf. I was utmlile to 
I what view they were takini,^ of their ptuisenger, who in iistiiilly 
0 topic of their song, 1 hint merely aniiiHl mystflf willi ilm 
ala;^dlam for ^ sing ^ and ' repeat h 
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Ex. 

56 . 

Ex. 

57 . 

Most of these began with a short colloquy in monotone between 
a soloist and a chorus. The abrupt ending of Ex. 58 was character- 




Chorus. 

[_ 

n-u 



r- 

=» Ss. >>3>- 



istic. Sometimes^ not always, the chorus would come in with the 
last phrase, snapped out with emphasis. In Ex. 59 the B and E 

Ex. 

59 . 

were distinctly flat, the D appreciably so. The whole gave the 
impression of three approximately | tones, with tonic C. Other 
tunes were : 





The other opportunity was on a night journey by valam ^ from 
Trivandrum to Q-xdlon. A valam is a covered boat in which you 
may balance yourself during the day on a semicircular roof and 
watch a slowly moving panorama of palms, Chinese fishing nets, 
wheel pumps, and naked children, and at night recline inside making 
such account as you may with heat, smells, and mosquitos, or other 
inmates. There were two boatmen, punting; one in the bows with 
a ba^, the other in the stem with a tenor voice. Each kept his 
own pitch accurately : their tonics were a fourth apart, though for 
readiness of comparison all are given here with the same tonic. 

* Pronounce, wuMm. 
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jSTT2YJ-\J"yjV "J: 




.■SlljTgTgp: 


J w ^ ' 




=I=£^rc r-' >^0^ 

5:^i_;^3' 1 ji, jti IS '0 ji / " ^ 


Sst'j^ rT^ 


t i f i 


f ;ir ^ -1- 1 

j®iL5ZT::rjJir£^T0iir P;,^:r- • 


JSl';Sl335.l£a? Ar:-^f 


0 mxx^s were <li«!eult. to eaf.eli iw they were Hel.i.im reiM-iihHl. mul 
re apt to be l>r()ken oil mubieulv utid fretjuentlv with im ' illfi ! ' »« 
oat loomed ahead in the darUmw, or an ‘ imva 1 ’ aa it f^lidi-d pu«f . 
Itx. 6C the three 1) h, ho marked, and (hi*w* only, were diNlinetly 
i-rp every time. The wmgH are tfivtar tn the ortler in whieU they 
re scribbled down by <-andIe ii^ht,, tlm different voifiM Indii^ 
>wn by the clefs, 

Later on 1 heard two Nejirapatam boatmen. As I had Huemimtel 
the climate I wae obligwl to have them to my laxlside, In a 
Iway waiting-room ; the novelty of the {dace aoUal unfavotirabiy 
the singers, and the whistling and shunting on the listener. 
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Coda (in unison.) 


rag-jggrjam 


When the sails are spread we pray to Allah and Mahomet. 

There is an interest attaching to this. In Bourgault Ducoudray^ 
ililodieB de Basse-^Bretagne on p. 21 is a tune ^ Le Sabotier 


It seems possible that^ since Trench sailors are chiefly Bretons^ these 
boatmen may have heard this tune at the French port o£ Pondicherry 
which is not far from Negapatam; if so, their treatment of it is 
interesting; they have smoothed out the articulations of its rhythm, 
and bridged the leaps of the melody. 


Lifting by derrick. 


M'- 


Carrying passengers through the surf. 
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-3- ■'•J'lfiJ- r 


p;:z - ' i - J' ~ 

Unloading cargo. The Huperlluoun fifth bar in N*.*. Tb whi^di diMl M af rM f ii 
rhythm was really tiiere. 




■"- T f- 




m r c/' 




Sung in honour <jf the cuiilain when hu fnium tt* Singujn'rr, Ti**- 
of the town have Imrui ehsived fur him* 

Trivandnirn* A. of Trivamlnmi, I he ^he 

following, called Kavidacdiindu, in pruiw «>f ili«^ gtnl Suhmlitttiuiya, 
otherwise (‘ailed Skanda or Wurga. 

Atkfjro, 

7a^'’''’i jTn nn' i rr^ i r~r^ rinir-r-: . I 


m^fTj ^ fJTl st2 


w j~r^ jj! I j! 

tJ ^ S- -<00 'S » -1#. 00 




J 00 - j J j ' 0 ^ 00 00 . ^ ^ ' 00 


-i. -ij 8 

<?,.§ jj3ljajzjij2j»j /nijT jn^n j. • 


Th<‘ two voreidiiH of Kx. Hl.ttf wliioh tho firht in liko tlw ovorturo t<i 
Zampa, wero frciuk tUt* name li|i«. The tltreo eutitted bars, thirtevu 
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instead of sixteen, gave a lift to the melody of hlx. 82. Tlio two 



1st version. 




2nd version. 



versions of Ex. 83 were from different singer-s. 'I'lu'y nr<; jirohald}’ 
in seven-rhythm, but in the absence of any clear iiulicafiou 
what appeai-ed to be the time values of the notes has heiui giveju 
The AtJ sounded more piquant than the Ab; as the, fiatteuiiig is 
obviously only a case of Mnsica fufa it does not appear in the 
signature. 

Two JPulaiyar women, shy and tearful, sang 



The second woman began invariably by skipping a beat. This was 
only song they knew. It was what they sang when they were 
tilling paddy, to this effect:— 'We were once slaves. There was 
a re on the estate and the landlord stopped it with a, stiear. The 
fire got into the fort, and the landlord’s men stopped it with their 
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Padi. Piiraniva. 



As far as tlie mere notes gOj there is notlung* in these flint nfi^-ht, 
not be heard elsewhere in the peninsula, exce|)t tlmi, wheflu-r 
intentionally or not; he sang the G, and upper (! (esjjerinily tin* 
R) decidedly flat. The ^predominant^ notes (see (liap. fV) are 
distinguished by semibreves. The two commonest, wert^ Haiti fu 
be Indisha and PadL This group of modes special Iti om^ p!at‘c is 
interesting as proving, what the names of nuuiy iiVyj? also l»rar 
witness of, the strictly local origin of all 7%, ;juHt as the haruitmit' 
minor is very common in Swedish songs, the Lydian in Ieclandit% 
and the Aeolian and Mixolydian in Irish songs. 

The most primitive tribe I came across m)ix the KmihtM, A 
company of fifteen or so had marched in ovijr nigld- from twt» 
villages twenty miles away in the Ghats. Small, wiry, pitrturcs 
of men. They had had no food since the previous morning, m the 
shops were all closed when they arrived laic at night, limy hnnighf. 
with them bows and arrows and kokkarm. This is a flat, piceti of 
metal; eight inches by six, with serrated edges, rolled into a cylimhT 
with the edges turned up. Along these a tcmp<mny nail is rnhhetl 
furiously. I offered one of them four annas if he would hit a tret* 
twenty-five yards off; he missed it by a yard. Apparently tln^ 
shoot hares, not at such distances, but by lying in wait near the 
harem’s form. They told me, * we live among tigers and elephantH. 
We are not afraid. We say shoo to a tiger, and he goes away. 
We speak the truth, there is no need to tell a lie/ They are hi) iil 
subjects of the Maharajah. They address him as ' thou am! Wiiuld 
do anything for him. They live clean lives and treat their women 
well : there was not a degraded face amongst them. 

After they had been fed they gave their performance. Seven of 
them took part, each provided with a kokkam. On ilm the tunei 
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Ex. 

89 . 

were accompanied in trochees. The headman of the village picked 
np his kokkam^ bowed his head over it, and murmured a prayer. 
Another, likewise, and another followed, scraping them up and 
down with growing excitement. The leader recited a list of twenty 
or thirty divinities,^ in no particular order, repeating some more 
than others. After five minutes or so one of the men began to tremble 
violently, and holding his hohhara with both hands straight out in 
front of him tapped it rhythmically on the ground. The leader 
was the next to tremble, and his access was more violent. He 
flung himself about, his pagn fell off and his hair fell down. A 
third leapt, w^hen the fit was on him, from his sitting posture about 
three feet into the air, and dropped again into his original cross- 
legged position. The whole service was interspersed with shouts 
and yells from individual performers. When it was over the 
maniizomenoi bent forward sobbing vehemently, and took a minute 
to recover. One felt ashamed to have been merely an interested 
spectator amongst so much sincerity. 

At Tanjore I heard some ^ bandy men. They sing at night, 
as they drive along, to let the dacoits, of which there are plenty 
there, know that they are awake (and in a position therefore to 
return blow for blow). One of them had been beaten, and showed 
a mark on his forehead in proof of it : the other said he had been 
stoned. The feature of their tunes (Exs. 90, 91) was the long note 



lication. In the temple at Madura I heard the ndgamram (N. 

^ Some of tlie names were Kama, Hari, Haricliandra, Shiva; and local 
deities, Sasthan, Amman, Amcala. ® Covered cart. 
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India a kind of oboe with a very I-wl lone ; it wa« 

unbearable close, but sounded majestic and rather uwe-insj.irin-r 
at a little distance in the long galleries, as it did blown the 
breezes from the top of the Trichinopoly rock. 'I’lie ilhtsf ration is 
of two players at Tanjorej they took it in turns to play clianfor 
and drone. When the second was asked to surceast' from dnuiing, 
the first said he felt ^like a ship without a rudder 
At Calcutta I heard a Maratha gipsy, from the {’irons. He 
belonged to Tasgaon in the Kolhapur district. These gipsies are 
the bards of the Maratha empire, now thrown out. of employ. 
This man was an acrobat. He sang two Povdriitit : 


PoMa (cliivalric song of 1795). 

(In tempo and stylo of Bonnio Bundoo.) 


£!x.^g=: 
92 . 


C:'ff u " t C:4 

By his fata the Nl-xam of Hy.dor - a - bad Da-lhouKlilUim tn 

m m m » _i 

: :i . U > U U J,, I 

Poon - a. His wives’ and liia cour-ti-ers’ fa - ces were glad, They mid/ Vuu wiU ii 


JT 3 1 

And 

And bi» c«i-«l«iw«5rn vw -ry w«ll 

4 

mounted. And he said ‘ Be-fore this year Ii SITT', If U may n..l will Iw 


soon ’ - a So ho sum-nionod his gon - or - ah all 
count*ed, His gon-ei*-alscamo at his ^ 



- er, With our guns, men, and hors-os and Wo ilmll umth and < 



«ap-lur« 


j 

Poon-a.- With his gens and }iis gold hie hois . «s a"^ men did IhJtr du - ty. ' 
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Tomda. 

Tonic C. 


■■ 

—0 — » M :,±: 




!/’ U ^ 1 M ' M 1 ' ' 

Tonic Ej?. 

r> |.,i. .. -.S. - .1 M J 1 . . . m t 0 0 00 ^ H 1 ij-l* 

1 b|>-» T-yj ij 

i i n i i-i i | n-j m—u 

Tonic C. 




d 

1 1 

' rilJ r 1 ' "-t-i 




Concerning the expedition of Pendreh, military officer of Kolhapur, who 
marched against Pasgaon and was defeated by a Brahman, Patwardhan. 

This should be compared witb Ex. 99. The change of key is 
most unusual, and does not appear to be recognized at all in the 
art-music. It is possible to suppose the tonic is the same through- 
out — Eb in Ex. 93 and C in Ex. 99, But against this is the very 
definite close in C of Ex. 93, and the exact correspondence of the 
two sections of Ex. 99. They must stand, therefore, as rare 
instances of a change of tonic ; in which case the mode also changes 
in Ex. 93 from Doric to Lydic,’- but remains the same in Ex. 99. 


^ The terminations -ie and -ian are used here to denote the Greek and 
Ecclesiastical modes respectively. Appended is a list of them with their 
Carnatic and Hindostani equivalents. 


As on i 
the white 
notes of 
the piano. 

From C, 
with 

Greek 

mode. 

Ecclesiastical ' 
mode. 

Carnatic Mela- 
karta (mode). 

Hindostani 

That (mode). 

B-b 

E-e 

5 fiats 

4 » 

[Mixolydic 

Doric 

Locrian] 

Phrygian 

(Saman chant) 
Hanumatodi 

Bhairavl 

A — a 

s 

Hypodoric 

Aeolian 

NUtabhairavi 

Sindhubhairavi 

B-d 

2 „ 

Phrygic 

Dorian 

Karaharapriya 

Kafi 

G~g 

1 ,, 

Hypophrygic 

Mixolydian 

Harikambogi 

Jhinjoti 

C— c 

0 „ 

Lydic 

Ionian 

Dehra^ankara- 

Bilaval 

F— f 

1 sharp 

Hypolydio 

Lydian 

bharana 

Kalyani 

Imankalian 


The Sdman chant is discussed in Chapter XI, The Saman may be sung in 
Hindostan too, but I could hear of no Slmagas (singers) there. The place of 
other much more elaborate modes is discussed in subsequent chapters. 
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I got tte singer to clap tis hands — a thing it was generally im- 
possible to persuade him to do, though he would sometimes do it of 
Ins own accord — so that there was no doubt about the changes of 
rliyttin in both these songs. 


On these seven dozen melodies some generalizations are 
possible. 

1. The further we get from civilization the more limited the 
compass. In cities, seaports, and the like, the compass is anything 
up to, or even beyond, the octave. Among the GoncU and the 
west coast tribes it is not more than four or five notes; among 
the Malay an% and the Travancore boatmen, and the Todas^ 
not more than three or four; among the remote Kdnikas only 
two or three.^ 

2. The tonic is sometimes locally as well as logically central, 
i. e. the tune ^ takes off*’ from some note below the tonic, and 
ranges through some two or three notes above it. Cf. Exs. 29, 
44, 45, 47, 62, 66, &c. 

3. But a larger number have the lowest note for tonic, Cf. 
Exs. 27, 31, 33, 36, 38, 80, &e. 

4. There is a tendency for the melody to begin in the upper part 
of the voice, reaching it perhaps by a leap, and to settle down 
upon a tonic. Cf. Exs. 27, 28, 36, 38, 63. 

0 . A small number of the tunes employ conjunct motion ex- 
clusively, Cf. Exs, 17, 37, 56, 59. 

^ 6. In others, when two notes are taken by leap they have some- 
times previously appeared as taken by step. Cf. Exs. 39, 48, 
58, 61. ' 

7. Real transilient scales are not found here ; see, however, Exs. 
44, 45, 46. ^ 1 ^ 

8. The pivot on which the melodies turn is the interval of 
a fourth with the lower note as tonic (see jpasshn), 

9. Imitation at different levels is rare. Cf. Exs. 47, 63, 66, 81. 

10. Two-time is common, three-time rare. ^ ^ 


Pionograpi records are at present in th 

Seligmann’s Ve^daks Ceylo, 
others of four L five. “ " ‘ 
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in 

11. A mixture of tliefie taken three ffirmN; 

(a) Two counted im three, or three an Iwh. ( f. K\ .. i!7 , IV:\ 
38 IT-.V, 92. 

(4) Two and three, or three ami fcuir are nhniiatr.l. C'f. 
Exs. 21, 2‘ls 28, 36, T,:}, (]7, &<•. 

(e) CroRR rhythm of son^^ (Kxs. .18, fU>) and dniiiiiiiunr 
(Exs. 42j 48)* 


UM 


i 



CHAPTEE II 
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At Allahabad I came across some GarhwalTs who IkhI hvim 
down from Mussouri in the Ilimidaya for the lixhibition as r/hhr^ 
wdlds because they would be in |G[*ood ti'aining, and becaiwo tlioy 
were cheerful and honest. They said they could not sing in t 1 h‘ day- 
time because they were thinking about their work, bo we liad a very 
merry evening in a hot tent from nine o^clock to past midnight. 
There was great competition to sing into the phonogniph and have 
their performance given back to them ; but unfortunately (udy one 
phonogram has survived the railway journey. The subjeets (d* 
their songs are given for what they are worth ; I v/m able U> get 
them only at fourth hand. The men sang in Bull ; thin was 
translated by one of them into bad Hindostani, re<rans!at(‘d into 
good Hindostani by a bystander, and from that a xvmtm was 
given me by a (most patient) English boy of fourteen who npokt* 
Hindostani like a native ; his actual words are given h(‘r(\ 



(He and she on opposite banks of a river). 

She. If God gave me wings I’d fly to you. 

He. If God made me into a bullet Td reach you so. 
She. Are your father and mother well ? 

He. How are all the village people, &c. 



Make me the best instrument in the world. 

What will you give ? 

I ■will give you four annas a day and as much dm (maize) as you like. 



A man had a daughter and sold her 
She protests : — 


in marriage to an old man (aotiit. 36 ) 


‘ Why did you marry me to such an old man ? ’ 

An old woman says < It m,a your fate ; don’t bo sad about it.' 
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‘Still, Fm not happy. Ill go away and get married to a young man.’— 
for she had many lovers. 

But they say— ‘ You have chosen an old, old man and now we won’t have 
you’. 


Tonic G. 

Bx. 


(Ee). 0 

give me 

those 

pret - ty eyes, 

And I’ll 

{She). And 

if I give 

you my 

pret - ty eyes, 

0th -er 

(Ee). Then 

0 let 

me 

bor - row them 

And 

{She). For 

six months 

you shall 

bor- row them; 

Pro - mise 

{Ee). What 

word is this 

of a 

bar - gain-ing I 

I will 




make 

you the 

gift 

in 

re - turn 

of 

my 

own, 

dear. 

lov - 

ers T1 

laugh 

and 

’ll leave 

me 

a - 

lone. 

dear. 

keep 

them 

safe 

till 

you need 

them 

a - 

gain, 

dear. 

tru - 

ly youTl give 

me 

them back 

then 

a - 

gain, 

dear. 

keep 

your 

eyes 

and 

your heart 

and 

your 

soul, 

dear. 


£lx« 
da 

A Gurkha song. He deserts his sweetheart. 



Tonic B. 



1. Mo-ther, send to the dho - hi to bring back my li - nen. 

2. Nev-er mind where Tm go - ing ifyouTl send to the £^7^o - hi. 

S. Oh I’m go - ing to get me a new wife, pret-ty Hi - ra. 

4. Oh I’m wea - ry of Chhai - la as you know, lit-tle mo - ther. 

5. For the love of yoxir son, moth - er, my Hi - ra will leave him. 

6. For five hun - dred ru - pees I can make good the de-ceiv - ing. 

7. He shall cease from his griev-ing for I’ll dou - bletheran -som. 

8. Some new ear - rings of pearl and a long neck-lace of ru - by. 


Tonic G. 



1. O where will you go if I get 

2. You must say where you go be - fore I 

3. Lit - tie Chhai - la is yours and will you 

4. But her hus - band ’ll kill you if you 

6. He will fol - low with fif - ty if you 

6. For five hun - dred ru-pees he will not 

7. And what gems will you get to a-dom 

8. You have said where you’re go - ing and I’ll 


back your li - nen? 
send to the dho - hi. 
mar - ry an - o - ther ? 
get pret-ty Hi - ra 1 
dare to de-ceive him. 
cease from his griev - ing. 
Hi - ra the hand-some? 
send to the dho - 


B % 
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A postman and liis sweGtheart. 

‘ Since we were at school we have loved each oilier. I have apciit all my 
money on you ; and didn’t you love some one else V ’ 

‘ Up to now you haven’t married me 1 ’ 

< I’m so busy all day ; I’ve no time to speak to you.’ 

‘ If you loved me you’d find time ; you’d leave all your work.’ 

‘ I’m being transferred to another village ; I hope you’ll be well.’ 

‘You’re going? I feel lonely.’ 


Tonic F. 



Jagali wanted to go to a flour mill. Her uncles and brothers said, ‘ Dturt, 
go, else the police will catch you, and pinch you, and kiss you, Szm' Bui 
slie,— ‘Never mind, I want to be caught, and pinched, and kissed, 

1st version. - . (Q) 


Ex. 

102 . 


Called Jonu^s song : I could make no story out of tlu* It 

was accompanied by a graceful two step, witli a, drag on i.hc S(*(muuL 

Phonogram. 




1. Two pret - ty boys there wore 

2. One day the Ea - jah came, 

3. In days that are now no more 

4. Their moth-er, Con-sl-la fair, 

6. The names of the chil-dren are 

6. Forth they were cast from homo, 

7. Mes - sen - gers came, hut they 

8. But when they grew to men 

9. Marched to the Ba-jah’s throne, 
10. Now by high G-od’s de - creo. 


Tin - dor a gu “• ni’ii 
Asked of tbeirhnus«^ and name. 
They aoj cm rued in Ab - iiot- pnr. 
ToBas-rat their fa - ther i»are. 
Bti - ma and Laksh - nia - na. 
Far in the woodn to roatn. 
Would not the word o « bey. 

Homo they re-iuriH'd a - gain, 
Slew him that ant there -tin. 
At tlioir re - tnrn, 1. mcml 



1-9. 0 God, hear me in Thy great kind-nesa, 

10, Thou God hear - est mo hi Thy kind-ness, 


All - 
Thoti 



- see-ing God light - on my blind - nim 

God hast light - enod my blind - luww. 
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3 ^gi^^la.lxx married Devali ; bat slie only bore him a daughter ; so he expelled 
:f*ox'Xi3-erj and exposed the latter. 


^ recitative song from Bbotan : 



loxig* note was of indefinite length — as long as the breath lasted. 

Tlaeso Garh walls had come from the hills : I went next to Dehra 
33o.xi^ sb few miles below Mussourij and met with some more of the 
same Lribe. Their songs follow below. Most of the words were^ I was 
foldL^ ixierre snatches of sentences^ often in the wrong order^ learnt 
by laea.x-t} ■without understandings interspersed with tags for the sake 
of file irlxyme. -The first half dozen were sung by a small boy. 
Tlio infox'vals between the verses he occasionally fidled up by a corn- 
bin edL sm£Lck of the lips and clack of the tongue to represent the 
oir rather the squeeze (see Chap. IX) of the drum, which would 
nf f liati j>laee have a solo^ in order to give the singer time to recover 
bis breafb. The other songs were given by men soli^ or by women 
in eboms- 


Tam FadMne. 



Sovkin BiwdrL 
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Tdnko. 




CJiJiaila. 



Must you go, my Chliai-la, now, Loav«ing mo a-lono, my 
Shall I live, my Chhai-la, say, Like a wa - tor-mill, my 



dar - ling ! Tell me, Chhai-la, how I shall livo when you ant gono ? 
dar-lingl Stand-ing all the day dos-o-hito up - on a hill ? 


In this song two bars are taken as the unit, and llu* rliyfhm in 
2-|-3 + 3 + 2j; it would have been more cornjct to write it y, hut 
more dij05oult to read. No method of writing it will reprodiujc tlie 
charm of the original. darling.) 


Ilyun Pdrio Gd(L 


- jp 7 'T'" ~ [-iimSTi ’ I 

s= 


112. W-A—j J ' 

febd*— 

:::b4:=3=rjr^ 

Panwain Sdj 




Till 1 

Biglitdr, 

Ex* ZSTTLIY .-r!!:— =r' S hr 


114. \S‘ TizJK—ia^^ — r.pi.Q".—;, ^ £ fe j 

In the moun - tains of No - jial I,iv,.s „ 

And on Sim - la’s high Idll 1 m tliu 

A - long the hills, near ami far On mu - ny 

In the home of the tali piuo Is tho 



A MUSICAL DIARY 




might - y king; Am! Ium jmm» « |j 1«‘ . ai.il 

Lilt Sahit/s^ camp; And wlu'u mnuni M<* « rn . . r» 

polos hang wires; Is not that a fair * . I*im* 

Lat Sahib soon; Jhit in Hat «t ran I»o • ly 




... . - 
w..- .. . y 


all . . • 

To his 

feet 

hoiu 

agi* 

hririg. 

still • * . 

You may 

hear 

Ins Si « 

pa-liis* tramp. 

bill* . . • 

Lit 

by a 

ihnu 

sand 

flren \ 

nil rim^ , . 

Is 

No - 

ChhaUa. 

pa - II - 

y*^ 



T.Si§“J 3 J 

M<‘n. V 




^ ■ 91 W -J- 


Wommn 


(Tlui «peIlin/> o£ iluj tiUoK in Mxh. 107 115 in luerriy phinndir.i 

-CfT-^w 


Tonic C H 

117.^^!::^ 




^_-jg 


TEcm m m 'i" j 


a v f J. 


S: pUtEfEiiM S jrf’ ' cplffllCICfdrrjiLt..' I 


"‘“3^" 4 


i K I 

...M . ^ ♦ 


4 i 4 


1*^ I li» 


* ¥le#roy*ii* 
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These were sung by women, tile-layers. They clattered their 
wooden trowels on the floor, in an approximate rhythm, and ‘1‘elt 
shame ’ because there was no actual roof to work on. 


Women. 


Mon. 







This came from Dharmsala^; and tlic Jfdff was fi^Jven mti as 
Beliag, That its singer knew so much about it a,s lhais not 
mention its carefully balanced sections (the same as in our Naliomd 
Anthem); removes it from the category of folk-soug proper. 

In many of these Garhwrih songS; and still more in tlu^ ( Jtirkha 
songs which follow, I noticed, instead of tho usual slide or vibrato 
on the emphatic notes, a sort of luscious squeeze, a glulanous warble 
— quite incommunicable. 


1 An officer of the 1st Goorkha’s at Dharmsala gavo mo thoBo two lunon t hat 
his men sung on the march. 



0 Sadhn, 



M.— :ae tonic of this is probably C, but may bo F. Tho third bar U«mH 
with what may be the ‘ warble ’ noticed below. 
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To Ruch tunes i)s 



four men, A, B, 0, I), tlan<*(‘(I, lirtin;;' (he fnfit lit tlie l»'vel »*! tin 
knee, their movements eorn‘S|H>n<lin,e^ (o the four heutn uf lie’ l-.ii 
[O stands for the silent })eut j, 

(1) All clap hnnds. 

(2) B, 3) touch, riglit |talm lo A, <’V left pulni. tlie fin::' t 
pointing upwards. 

(3) Cki]) hands. 

(0) 1), 1,1 toiK'li hd’t palm to A, (’V palm. All trp haft 

wards (iiistcjul of forwanls) on ibis heat. 

One ni<>’l it (luring my stay a sine; snap; was timllv nrsiit . ' l !< r 
my heneflt amon^^ the m(‘n <d' the2ml (n.orlvlia’, Th« \ w^ir m 
more ihati tluar usual ^’oo<! spirits ev(‘r a Hueeesvrul h.trl » y uiaN h 
with the 9t-h. There wa,s no //eWe in flu* presenee nf tlinr , 

and the peiTormanee was in no sensi* Mo (*rder\ ^hhe fMlImvr.l 

in such ({uiek HiiceOBsion that. t!ier<* was lu* time Ut |.p‘t »|uun hih 
words: most of them were daiuaMl to. One !mm» or perlm|N Iw-s 
stood o\it in the midst of mi mltuirin^ eruwd, mid whirled ream. I 
and round; lient knees and (dhows, pulins of tin* luinds optmuid, 
arms extended. At rejj’ular intervals a <*oup!e of fiars, or fuiu', vu rr 
dane(Hl in a, eroiiehin^’ posit ton. At tin* end of a (dinner their ua-. 
occasionally a. ^n'unted ^ I la ! I la ! ' 


129. <■]) 


noiui. 


Hight. 0 J 
U^ti. " S' ■“ 




■J'-. 





Solo. 


i'lmmn. 
fS^ 


linm an tufon^ 

,, iHi vtnnioji, 

O ' 


r Ir r I 

1 :Z 1 


. l*n<l vcniiotu 

j. j 


ip.y 
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This is a Chitrali dance (the regiment spends its time between 
Dehra Dun and Chitral). It is played loud, soft, daccaio^ and 
staccatlssimo. The final notes are blown with |ill the fingers off 
the holes, the acciaceatura being got by overblowing. 



A Kafir song. The three-crotchet cross-rhythm of bars 2, 3, 4 is 
noteworthy. 

At Jheluin the station was entertained one evening by the 20th 
Punjabis with a Cuttack dance. About one hundred men grouped 
themselves in a double circle round a bonfire, which shot up into 
bright flame at intervals in response to libations of kerosene. They 
advanced towards and retreated from the fire with swoopings, 
punctuated by sudden crouchings, twirlings, and pirouettings ; 
waving their arms, with handkerchiefs in their hands ; sometimes 
pausing suddenly by bringing one leg sharply down on the ground. 
Later on some picked dancers substituted swords for handkerchiefs. 
Then two swords, one in each hand ; and one man dangling a third 
sword held in his teeth by the sword knot. The mrnai (or skakmi), 
a sort of oboe, or bagpipe chanter, and the dAol were employed. 
The dance tunes were : 
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-““ gi — -fe ' 


Surmii. J U2. 


m.§ §.,g--n L;. 


m 40 ■ -40 - «ii— .«» ■■■, m- - m - 


(y 

-40 m 

I Ni 


Ex. 'M 



■■!•::— .r- - 

.0 

f- .' 

0 

:... 1 

,r ! 

■. ■; r 

1 ' 



■■J"\ 

^ J 

K N 

“#> " 40 - 

105. 

\-Z^- 

7--- . 

[■‘r # 

f f -f- 1 

1 ' 

j 

. 


" ■ 

i 1.. ' 

j..J!3. 

...jq ..JT3 -SI"- 

r- 7 

p-** 40 



1- n- 


'ij? 1 

■••■»■ ■ J"' -«|3'- -s^ ■ A* <3. 

At AcJiil^a.r1i, ru'ar Mauni Abu, wonuni climbiTi'^ U]» io ffiuj^lc, 
with wutcrput-H, si.upped by rccpiost- and sjuiii^, 


Ex. /, ■ 






r J i ■ I j I - ^ M : « 

At Bhavnai^nr (Kuthiawiir) Home khmm^ (makbervanti* in the 
royal household) Hang* : 
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Tlie first eiglit o£ these were danced to^ the silent heat (the khdlt) 
being marked by a retrograde step. 

The last^ SUdjl 7m Tiiahma, is a welhknown and popular song, 
describing the twelve sorrows ^ of Slta^ one for each month.^ 

Dasrat, king of Ayodhya, bad two sons, Rama and Bharata, by two wives. 
Bharata's mother had a promise from Dasrat that he would give her anything 
she liked. She demanded nothing till Dasrat was on the point of abdicating, 
when she asked that Bharata should succeed, and Rama go into retirement 
in the jungle with his father for fourteen years, Bharata was away at the 
time ; the claim was honoured, and Rama retired. Bharata on his return 
refused to accept the situation, and tried to induce Rama to return ; but he 


For other {BiMri) forms of the ‘Twelve Sorrows’ see A. S,, xvi, New 


Series, pp. 203, 207, 213, 216, 218. 
^ Th6 Indian months are : 

Nov. 


Kartik 

Magashir 

Posh 

Megh 

Phalguna 

Chaitra 


} Dec. 

I Jan. 
j Feb. 

} March 
\ April 
' May 


Vaishak 

Jeth 

ALshOi z 

Shravan 

Bhadarva 

Aso 


; May 
^ June 
} July 
} Aug. . 
} Sept. 

} Oct. 
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said he was bound by Ms promise. Bharata then placed Ms paduha (wooden 
shoes) on the (throne) and dressed like his half-brother in jungle clothes 

to show sympathy. Meanwhile Sita, Rama’s wife, was carried off by Ravana, 
with a view to marriage. In her captivity she laments to her friend. 

‘ 0 girl, with the month of Kartih my beloved went away. This month is 
the harbinger of winter, when cold is fierce like lightning. My beloved has 
left me, and the night which is my enemy begins to increase in length. 
I wonder why my soul does not leave my body. Magashir is full of emotion. 
It is difficult for a woman to pass her days apart from Mm who loves her ; 
so her condition is very unhappy. The rooms of the house look empty, and 
Sita is grieving with tears in her eyes. Will any one bring a letter from my 
beloved, or carry one to him? In Fosh, here in the court of Ravana, my 
home comes to my mind : this Sita says with tears. In Megh the wind from, 
the Himalaya blows, and my body trembles. To whom can I open my heart, 
0 friend, that heart which is attached to Rama alone ? In Fhalguna the 
flowers bloom ; but what are these to her who has not her lover. The R% 
Basant is being sung, but how can she care for such songs. In Chaitra my 
mind has become anxious and confused, and the absence of a letter from 
him pains me. All the leaves return to the trees, but not my lover to me. 
In Yaishah grapes and mangoes are ripe, and the hot wind is blowing, and 
the body of one who has not her husband breathes Are. In Jeth it is the 
custom to go to the tanks with friends to bathe ; but he is not here, and my 
heart does not permit me to do so. Why bathe, or dress, or put on orna- 
ments ; I will none of them. In Ashd'% when the rains have begun, and 
birds are singing in the trees, I envy them. In Shravan the tanks are 
full and the rain falls in streams. My gay clothes are wet with rain and 
tears. One who has once loved can never change ; but for all this I must 
not lose heart. In BJiadarva all kinds of corn are ripe, but they please 
me not. It is now Aso, and I have heard, 0 friend, that Rama has con- 
structed a bridge to carry an army from India to Ceylon.’ 

[Rama brought his army of monkeys from Ramesvaram across * Adam’s 
bridge ’, Ravana was killed, Sita was brought back to Ayodhya (Oudh) to 
the great joy of her people, and Rama embraced Bharata.] 

‘ I Ramayya, the poet, and whoever wiU sing my song, shall obtain heaven, 
and all his desires will be fulfilled by God, and all his accumulated Karmas 
win be exhausted.’ 


Cradle Songs. 

There is one special class of song, lullabies,^ of great interest and 
beauty. They seem not to be much known in the Punjab^ where 
Mahommedan mothers croon only The Name, Illdh4l-iUdh, over 
their babies. But in any part of the peninsula they may lurk 

1 Is it too daring to offer «Lali’, I rock, or cradle (^LaJo’ in Kashmir), and 
baby, as an alternative to Skeat's not very convincing derivations off 
^Lullaby’ — ^brought from India possibly by gipsies ? 
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msTwppofal, as tlic clifTKailty of pcrsuadinfir a woman, oxcopt of <hc 
owest class, to sing before a man,an<I especinlly In^fon' a Kurop<*aii. 
s almost inaupcraiilc. Those 1 got were chiefly in flic sonth, and 
Tom ‘ enlightened ’ women. 

At Trivandmm I obtained^ the song with which Ilis Highness 
he present Maharajah of Travancorc is said to have been put. to 
deep as a child. 

J- 60 . 



Is this sweet. Imlie 

The bri^»’ht creficeni moon, nr the <’harmin;,r flower of the lotiiH, 

The honey in a flower, or f,h<' of Uo' full iiiotm, 

A pnn^ <^oral /(em, or the pleaMiuii. ehnl ber <»r |>;trrot}!, 

A (laneing pejMioe.k, or u, bird, 

A bountling yonn/J!‘ <Ieer, or a brifflit ftUinin^ hwhti, 

A f reamin*. from f«o<b or f he ptd narnii in fh(» humlH of Iiivun, 

The le.af of tb«' kaipn tree, <»r the fruit, of iny tree td’ fMviune, 

A ^?;ol<len eiiBket to tmt'bme tin' jewid of my love, 

Neetar in my Hi^ht., nr a Hfjfht to (Unpel dii.rkneit», 

The Hand of my elimhinK fame, or a nevnrTiuling bri#^ht pearb 
'fhe brilHanee of the «un to di«|>el all the f(loom of misery, 

The Vadai in a (uiHket, or (lie melodioun em<b 

The lovely bloHHom put forth by the nioni brjineh of my tree of enjoymetii, 
A eluKti'.r afpirhdhi hmh, or Hugar-eandy nweet tm the i«»ngm% 

1'he frngnuHM' of mnwk, the boHt. of all good, 

A breeze laden wifh the neent of llowtU'w, or the ensenee of purei^i g«dd, 

A bowl of frenh milk, or fd'Mweet nmelling roHe*watar, 

The held of all virtm*, or an aluMle of all tltdy, 

A e.np of ihirMi {jnenehing eold water, or a nhel taring whade, 

A m*ver- failing maUikn flcnver, or my (wn Htored up wealth, 

The iUwpidouH object of my gaze, tir my moni j»reei(mH jinvel, 

A Htreain of virtnon« beatify, or an image of the youthful Krinhua, 

The bright forehead mark the gocldeita I^iknlum, 

Or, by tiu* m<*rey of !kulnnwh\bba, ia it the nouree of my future happineiii* 
Ih it, in ihia beautiful form, an AvatEr of Kriahna Hinundf? 

The next five oxaniplos were obtained from ti aehoolniiiitrtii in 
’fanjore. 

* Tim non|?«trew wuniinl to awompany hermdf on the inevitable harmonlwin, 
'antil I pointed out that It would be mutdi in her way when nhe |»nlb»»l the ilring 
■){ 'tho crialle,, md that the iound of It might prevent the baby from tO' 
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Eararo. J=s90. Phonogram. 



1 








FR 



s 



' 1 

E 







rail. 



, . in thy era - - die bright . . with flowers Through 

. , the di - vi - - ded Ka - ve - ris meet I 

• . which my ba - - by^s era - - die swung;. The 



song is sung ; my ship is borne Safe home, my 



sing thee to sleep On the wings of my me - lo - dies. . . 

ra - 3a*s feet Pull sure of His ten - der care. . 

ship is borne Safe . .on the o - ceanof loye. . . 


Tlie rtytlini of the first of these is obscure even on the phonograph ; 
it was probably some \ rhythm, but the melody floated away so 
easily on a tempo rulato that it seems better to leave it barless. It 
is evidently a variant of Ex. 155. 

Lah Keshavuda. J=100. Phonogram. 
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chu-tii m « li • . Ha-riHa-ri Ra-xuu-cU-ki HA ma 1& - U . , . 


LAli panlaro* Phonogram. 
Alkgrdto, i/J - SO. 



A <hin-<lhar-va wovothyci[*a-<Ut» An«! a wluto Ap-nn-raH fainfr, An<i Uio 
For inyhiuulUuxtrookH in woa-ry, Audmy voicnthat, HingHiH <h’y, And luy 


/I c :: f -'C-Z? [cZ: J^l jj 1 

courts andtho hallH of In « dra at. thy birth with wol . c<in)<i rang ; lA * 
work waits iiU luy l»a - by fnlla a • aloop by and ity. 


&Z53.-^i-^iizr.i J'Z'Ji 

- M . . BA - la - kriih - lA - - li. lA • U lA - 

A'> : i J. . 1 1 

li, I A <* U do - pH - lu lA - li. 

The w<inls are borrowed from iCx. ir>2. 


Bx. 

isa 




f ciY3 


mmrn^ 

i 




^ C 3 1 

•> •"'I* 



rxjrj;ZIXrw_31-lj5Z,Q=3 [ 


mi 


The next two tjxamplcm 
Andanta, Jh - 1K>, 


■’"fl' M, 






were gathered from an unmusical ayah on board the steamer ; she 
lost her tej a good deal, and the songs were difficult to piece 
together. My interpreter could make nothing of her particular 
dialect (of Hindostani). Ex. 159 is evidently a distant variant of 
Ex. 156, The slide gave a wonderful Walue^ to the close and the 
half-close of Ex. 160. 

The three following are Maratha songs ; the first two, lullabies, 
and the third, an epithalamium. They were kindly sung to me by 
a Hindu lady in Calcutta. 

Edmds lullaly^ 

Adagio, J- 80 . 



In A - yo - dhya, tlie land of kings, It was Vish - nu's 

For the era - die is wrought of gold, And a Child there- 
in the hand-hold of !Kau - shal - ya Is the era - die - 

And the De - yis ‘ are strew - ing flowers From the high - est 



self- 

That 

was 

born 

on 

the 

lap 

of 

-in, 

Of 

the 

whole 

world 

the 

Lord 

and 

cord, 

And 

the 

cord 

is 

the 

thread 

of 

heaven, 

And 

with 

each 

flower 

a 

bless - 

ing 
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Celestial carpenters have fashioned thy cradle. My hand is tired of pulling 
the string. My throat is dry with singing. I cannot go about my work because 
my baby is not yet asleep. The cradle is covered with flowers, &c. 


EpitJialmiium, 


Andanie. J . = 92, 



0 daugh-ter of Bhi - ma, queen Da-ma-ya- ntT, The 
rail a tempo. 



hour is come; O bride of Ka-la, the hour of yourwoo-ing, The 


■w* ralL ^ a tempo. 



hings are come to the ce-re-mo-ny And here a - wait your voice, To pro- 


rail. 



nounce their mak - ing or iin - do - ing, Their sal-va - tion or their 
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of the pan 


wifchtlio scout 


of the floworn iti 



In another class, not exactly Polk-song l)Ccauso coriBciouH nor Art- 
song because unsophisticated, are childiWs songs. The ftdlowing 
were sung to me at schools at Jhelum in the Taujah. The hoyn 
ranged from ten to eighteen, and one of those who sang was 
married. 


migs. 


n 



There is no place like one’s own country. If you would ask the 

inhabitants. The Bulbul knows. The wind blows puror ; (lu*. water 
is clearer; the veiy dust is an elixir. The name of our (‘ountry refn‘Hlu»H 
us. Its mountains are higher than heaven. It is a garchm of Kdeu. Every 
corner has deeds to tell. 


•w 







Children must not wear ornaments. There is a fear of losing person or 
property. [Boys as well as girls wear ornaments, and are luit infreriuentty 
kidnapped and robbed, possibly even murdered to prevent deteethu). ] flow 
can parents be at ease when their eyes are constantly riveted on their 
children, watching their necks or wrists. 


d « 100. 
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/ i j rj\s-i j- i j. jij' 



No words obtainable. 

The following is a love song, which the boy would not have 
sung before his father or elder brother for fear of being beaten : 
d*ioo. ^ 

j^Jr] J J-,,„ j ...J^ I J . ,.3^ 

My love is gone a - way, A - lack - a - day 1 


r nl 

pn Y ""m" ~|| 




Where can I find . . one so con - stant and so kind I 



My lone - ly heart is throb - bing and ach - - ing with 


r^:3sss=ss=^s:ss= 

issrssssssssa: 

ss^^ss 

j-" 



fear ; Wher - e’er 

■P..„ L _ , 

sar jp 

1 go 

1 ,1111 

weep 

to know she 


^ ^ 


-;ll 

is not here ; 

May Shi - va's power de - 

Girk^ mig, 

:yr-j--iri-r— r r: 

fend my dear 1 






The song that women sing at marriage, speaking of the deterioration of 
women nowadays, how that they know nothing of the housewifely duties 
which made the name of Sita famous. 


In two particulars the Garhwall and Gurkha songs here given 
(Exs. 94-128 and 129-139} stand out from the rest. They were 
in true intonation ; the salient intervals, the Thirds and Fourths, 
unmistakably ‘ just ^ And they are in transdient scales ; even if 
the scale is complete the notes follow each other in such a way as 
clearly to show that the melodies have a pentatonic basis (cp. Exs. 
117 and 139), and it is probably correct to regard such hexatonic 
(iMclava) and heptatonic (sampUrna) scales as ^ spoiled^ forms of the 
pentatonic [odava)^ as in the more familiar Scotch songs. 
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Tlie Gurklias are Mongolians of Nepal^ and the Garhwalis one ^ 
of many Indian tribes of the Himalaya^ and their use of this | 

odava scale differs. The typical Gurkha form is GA— CDE (Exs. j 

129^ 130^ 137 y plagal; and Ex. 135 authentic). The typical | 

Garhwali form is GA— CDE (Exs. 94^-7, 103, 107-9, &c.), though j 

there are instances also with C (Exs. 110, 127), D (Ex. 103), | 

and E (Exs. 99, 123) for tonic. The Gurkha use is what the books ; 

represent as the typical Chinese scale ; and it seems not impossible } 

that the Garhwail melodies present the form which that scale took 
on Indian lips, and that the transilient element of Indian song comes 
from the East (see Chapter IV). 

The harmonic basis of this scale is of course the Fourth, and 
a melody is a succession of partly filled Fourths; the backbone 
of the song, what gives it its strength, is this leap of a Fourth 
through a passage note. In the Gurkha songs this passage note is 
adjacent to the lower note of the tetrachord, , 


in the Garhwali to the upper 

f 

and this makes their general character very different. The passage 
note cleaves to the sound which is being left, not to the one which 
is being approached. We may see this in the melodic figure so 
common in the Cinq^uecentists 



for instance, in the close of Palestrina^s Motet, Tridus Miraeulu : 


ISx. 

169 . 
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That it should do so is natural because the leap o£ a Fourth is 
a leap to the known through the unknown, and the ^ unknown^ is 
taken primarily as a melodic, i. e. an adjacent interval. Hence 
the Garhwali figure, even though taken in ascent, is essentially 
a falling figure, 'and the Gurkha, even in descent, essentially a 
rising one; and the character of the latter is accordingly more 
jovial and exhilarating. Added to this there is in the Gurkha 
songs a strong rhythm, recalling the Scotch ^jerk’’, and an ab- 
sence of complicated cross-rhythm. 

As we are upon the subject, another very common way of filling 
the tetrachord may be mentioned 



There do not happen to be any instances of it in these chapters, but 
the scale which is taught to children as the ^ easiest ^ is composed 
of two such phrases, and there is no doubt that it is a favourite and 
most characteristic locution. It has the appearance of being a 
transilient passage from G to C, but the origin is probably a different 
one ; it will be discussed in Chapter IV. 

A natural result of ^ transilience is the tendency to build harmonic 
phrases 

Ex. 115. Ex. 117. 



Ex. 94. Ex. 111. Ex. 103. 



otherwise rare in Indian song; Exs. 115 and 99, indeed, get very 
near to implying a definite change of harmony, which would be 
quite foreign to the spirit of the music as a whole (cp. also Ex. 43). 
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Imitation at different levels may be seen in Exs. 117^ 140^ 141^ 
142, 163. Cross-rhytbm occurs in Ex, 161 where the third line 
wavers between two bars of f which suits the words of the first and 
third stanzas, and three bars of % which suits those of the others : 
a device of frequent employment in the cadences of HandeEs time. 
Another instance is in Ex. 167 where the ^throbbing* and aching 
is to be accented as triplets, but in strict time, not ‘ three in the 
time of two giving a pleasurable shock analogous to that felt at 
the beginning of Brahms’s third Symphony. 

The Indian may be disposed to think these melodies too trivial 
to be dignified by the name of song; he will say his art begins 
where these stop, and will hardly recognize in them any of the 
real spirit of his music. The European may protest that they 
are too fragmentary to be of real use, and that there are too many 
gaps in the information about the occasion and the subject of each. 
Both charges are justified ; but the object has been not so much to 
present complete and finished specimens, as to get close down upon 
those natural instincts of song-makers which, when followed out in 
the domain of art, cause their music to take one form rather than 
another; to get behind the conventions, of which all art is full, to 
the things themselves of which those conventions are the outcome. 








eighteenth-century Eajput cartoon 
of A. K. Coomaraswamy. 





CHAPTER III 


LEGEND, HISTORY, AND THE PRESENT DAY 

‘ It is the most distant course that comes 
nearest to Thyself ; and that training is the 
most intricate which leads to the utter sim- 
plicity of a tune.’ — Tagore. 

The Indian does not make or read histories^ and does not appre- 
ciate the value of chronological record. It is the custom to smile 
at this ; but it would be well to understand his point of view first. 
A whole people is not generally mistaken about its real needs. 

In the first place. Brahman philosophy draws no real distinction 
between what a thing and what it ^ signifies ^ Time and 
place, so integral a part for the Western of what a thing is, are 
for the Hindu accidents, not essentials. It is not that he cannot 
conceive or manipulate their divisions ; astronomy, for instance, has 
been one of his strong points ; but that they do not, for him, add 
to the significance nor therefore to the nature of the phenomenon. 

Secondly, whereas chronologically ordered history enables us to 
compare the present of a nation with its past and so to predict its 
future, and to compare one nation at a given moment with another, 
neither of these motives appeals to the Hindu. His past is like his 
present and throws little light upon it. If we look at the sculpture 
of a thousand years ago from Ellora, or the painting from Ajanta, 
or the carvings of Amravati and Sanchi another thousand years 
earlier, we see the same mothers carrying babies on their hips, the 
same graceful little movements of the hands, the same methods of 
grinding corn, the same kinds and shapes of musical instruments, 
the same antimony for the same almond-shaped eyes, the same 
dress, the same symbols of rank. Life in Europe during such 
space of time has been subject to gusts of fashion or revolution, 
and we have looked up between the whirlwinds and gratefully 
murmured ^ e pur si muove^. We thank God that we look before 
and after ; the Indian contemns mushroom growths, and thinks 
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methods of such recent origin and subject to such constant change 
hardly worth the trouble of acquiring. 

And it does not interest him to compare one nation with another, 
or to take a side in or strike a balance between competing activities. 
His life is in the family rather than the state, in idea rather than 
fact, in the soul rather than the mind. His knowledge is of revela- 
tion more than of science; his truth contemplative rather than 
practical. Compromise is for him not so much the wedia via which 
emerges from the battle of two forces, as the philosophic calm which 
without despair can hold in solution two diametrically opposed 
statements. 

Lastly, he is like Macaulay’s Puritan, the man of a book. That 
he believes in his ^dstras may be argued from the surprising 
number of cases in which he is prepared to undergo incon- 
venience and unpleasantness in .deference to them. That, further, 
he believes them may be seen from the way in which the typically 
Indian mind turns, courteously but peremptorily, from any attempt 
to impugn them. 

For such reasons as these, and possibly others, the one conspicuous 
gap in an Indian library is the history shelf. "We find it natural, 
therefore, in the Hindu to ascribe remote antiquity — in point of fact, 
eternity — to his earliest memories. He does not know any author 
for his Vedas, but speaks of such and such a Eishi as being allowed 
to ‘hear’ them the last time they were revealed. He does not 
discriminate between one antiquity and another, or take much 
interest in the development of ideas, for all development is poten- 
tially included in the original revelation, which was either ^ heard ’ 
{^ndi) or ‘ remembered ’ {mrti) by the human agency to whom its 
record was entrusted. Thus he holds that four Vedas have existed 
from all time, although the Buddhist Jdtahah'^ never speak of more 
than three. And what concerns us more particularly here, the 
ISdtya^ddra (circ. a. n. 500), the Batndkara (1220 ?), the Edgavi- 
lodha (1609), the Smgzta Darpana (1625 ?), and Parijdfa (early 
eighteenth century) are all quoted as ‘ scriptures ’ of practically equal 
value ; while the undated Ndrada^ikm^ whose system shows a con- 
siderable advance on that of the Ndtyamdra^ is held, apparently on 
the strength of its name alone, to have been put forth by that 
mythical sage himself. 

^ Circ. 300 B. c. Stories of the former incarnations of the Buddha. 
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Legend 

On tke shore of this eternal past lie fragments of the living rock 
rounded into pebbles. History’s sic Hat, sic sedebaf is denied us ; 
but in the legends we may gather some impression of what the 
reflective mind made of the daily happenings of the life around it. 

‘ Once upon a time tbe great anchorite Narada thought within himself 
lie had mastered the whole art and science of music. To curb his pride the 
all-knowing Yishnu took him to visit the abode of the gods. They entered 
a spacious building the inmates of which were numerous men and women, 
who were all weeping over their broken limbs. Yishnu stopped short and 
inquired of them the reason of their lamentation. They answered that they 
were the Bags and Edginis of music, created by Mahadeva ; but as one 
anchorite of the name of Narada, ignorant of the true knowledge of music 
and unskilful in performance, had sung them recklessly, their features were 
distorted and their limbs broken, and that unless Mahadeva or some other 
discreet and skilful person would sing them properly, there was slender 
hope of their ever being restored to their former state of body. Narada, 
ashamed, kneeled down before Yishnu and asked to be forgiven.’ 

So an unnamed Indian treating of undatable personages writes 
history and criticism in one. Believe, he says, in the divinity of 
the elements of your art, and know that your carelessness and 
ignorance will maim them, and you will not murder a song ; and 
it may be doubted whether the well-weighed epithets and refined 
distinctions of musical ‘ appreciations ^ do the thing any better, or 
indeed achieve their object so well. 

With Narada, the Eiski who first ‘ heard ^ the laws of music, are 
associated Tumburu, the first singer, and Bharata, the first to draw 
up rules for the drama, of which music formed a large part. Of 
Tumburu it is said that he increased the scale in which the Sama-^ 
veda was chanted from five notes to six or seven. The treatise 
which purports to record the doctrines of Narada, the Ndradas%ksd, 
is probably of late date ^ and gives no clue whatever to the achieve- 
ment of the Narada of legend. The treatise which bears the name 
of Bharata, the Ndtyamstfa^ is similarly an eponym. One or other 
of these three names appears probably in every book on music that 
has been written, and the existence of the authors is held, though 
in complete absence of any specific doctrine attributed to them, as 
a pious belief ; the belief is eq^ual to that which the Greeks pro- 

^ The stage of the art which it describes is identical with that referred to in 
the PaHcatanira, the text of which may he dated circ. a.d. 1000 (see p. 82). 
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fessed in Olympos and Thamyris, the latter o£ whom some greatly 
daring philologist has connected with Tumburu, and the piety is 
something more than that which we accord to Jubal. The locu% 
claisicus for this posthumous fame is in Dandin^s Mrcchakatikd (sixth 
century a. n.), where a servant says : 

wish every one to take notice that the harder it rains the more 
thoroughly do I get ducked, and the colder the wind blows down my bach 
the more do my limbs shiver. A pretty situation for a man of my talents— 
for one who can play the flute with seven holes and the vlna with seven 
strings, can sing like a jackass, and who acknowledges no musical superior 
except perhaps Tumburu and Narada,’ 

The musical inhabitants of Indra^s heaven were Gandharvas,^ 
Apsarasas, Kinnaras, and Naras. The original Gandharva, in the 
singular, dwelt in the fathomless space of air and stood erect on the 
vault of heaven. He was the guardian of the nectar of the gods 
{%ond). In later Vedic books the Gandharvas^ are many, and 
espouse the Apsarasas, whose name describes them as ^ moving in 
the waters’ (sc. of the clouds). In still later Vedas these frequent 
the earth, and inhabit especially trees ; their mission from Indra is 
to blunt the edge of human virtue which else, through abstinence 
and prayer, had grown too overweening ; and one of them, Urva^T, 
who hovers thus between earth and heaven, is the heroine of 
Kalidasa^s Tihramorva^l (fifth century). The Kinnaras and Naras, 
possibly the same, are classed with the Gandharvas as celestial 
mnsieians. Their name ^ implies a superhuman form, said to have 
been a man^s body with a horse^s head. In company with them 
appear, in the Gtodhara sculptures and elsewhere, Nagas (snakes) 
with musical instruments, whose melodies are represented as coiling 
themselves about the hearts of men. 

But music in its highest, most emblematic form moves to the 
sound of Krishna^s flute {murali) and dances to the pulsations ol 
Shiva^s drum {damarv),^ With Shiva, who enters the celestia' 

^ An etymological connexion between Gandharvas (who, besides bein| 
musicians, had to do with horses) and Centaurs (of whom Cheiron is said t( 
have been a musician) is not impossible. 

^ In the second book of the RamMyania there are summoned to Bharadvaja*i 
feast the Gandharvas, Haha, Huhu, and ‘ the sweet ’ Viivavasu, and the Apsa 
rasas Alambui^, Ghrtachi, Vi^vachl, Heml, Bhima, and Nagadanta, witl 
Tumburu *to lead the strain’. Alambusa is the Apsarasa chosen out o: 
25,000,000 handmaids to * make a breach in the virtue ’ of a Brahman of Elasi. 

® Kim-ndra^ * what sort of man ? ' ^ See Chap. IX, TJduJcJcai, 



Detail from a picture of the Surrender of Kandahar in the collection 
of Sitarain Lai of Benares. Seventeenth century. 
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Detail from a picture of the Surrender of Kandahar in the collection 
of Sitaram Lai of Benares. Seventeenth century. 
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hierarchy in the Brahmanas and wrests the supremacy from India 
and Brahma, enters too the eternal becoming and ceasing to be of 
evolution, and to the woven rhythms of his dance the whole creation 
moves. And in the Ramayana it is Krishna sporting with his 
Gopis ^ qui fait le monde ^ la ronde 

In Hindu legend other instruments can scarcely be heard for the 
din of the drum. It beats the night watches, heralds proclamations, 
and preludes the sentence of death. Poms (Purusha) posts the 
drummers with the infantry and archers behind the elephants, who 
are accustomed to the sound and not in the least alarmed by it ^ ; 
and Dionysos in his turn uses cymbals and drams instead of 
trumpets in making signals, in order to deceive the Indians.^ A 
king of Kanauj progresses accompanied by several hundred men 
with golden drums, called ^ music-pace-drums beating one stroke 
to each step.^ Of another it is said ^ When king Devanampriya 
practises righteousness the call of his drum {hheri) has become 
a summons not to war but to righteousness There are many 
allusions to the ^five great sounds’ {panca maJid iahdd)^ an honour 
conferred by kings on the greatest of their servants, in which the 
drum (ndgam^ tammata^ damaniJca) is associated with various forms 
of horn, gong, and cymbal. These were ^ sounded in front of a chariot 
which is occupied, but behind one which contains no occupant. 
The car went solemnly round the palace and up the kettledrum 
road. They sounded the hundreds of instruments — it was like the 
noise of the sea.^ ^ Brahmadatta finds a mountain hermit who is 
annoyed by elephants, and presents him with a drum : ‘ if you beat 
upon this side your enemies will run away, if upon that they will 
become your firm friends.^® The following remunerations are 
interesting : — ^ One mattar for the sacrificial vessel, two to the horn- 
blower, four to each of the five courtesans of the temple, twelve to 
the skilful Pollama who built the temple, and fourteen to the 
drummer.’ 

In the Tamil JPura^Ndnmiru (first centuries a. d.) the drum, kept 

^ Quintus Curtius, 1st cent. a. n. 2 Polyainos, 2nd cent. a. d. 

^ Hiouen Tsang, a.d. 629. 

* Aiokan inscription (circ. 250 B. a), Western India. 

® MahSjanaka Jataka. 

® Jataka, bk. ii. ^ Canarese inscription, a. n. 975. 
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in every chieftain s palace, was treated almost as a lesser divinity.^ 
It reposed on a luxurious couch, was constantly cleaned, rubbed 
with perfumed earth, and garlanded. When used as the prelude 
to one of the ruler^s proclamations it was carried on an elephant. 
The poet, Nosikaranar, relates how one day he had wandered into 
the courtyard of the palace and saw the ornamented and cushioned 
couch on which the royal drums were usually placed. The drums 
had gone to be cleaned and anointed, and he threw himself on the 
unoccupied couch and fell fast asleep. The king came by with his 
courtiers who expected to see the intruder meet with condign 
punishment. But the king took up a fan and cooled the sleeper’s 
forehead with it till he awoke ; and the poet^s comment is : 

Surely ’twas not to win applause from earthly bards 
But that the deed might echo loud in higher worlds. 

With the drum {dundulhi) of the Vedas are mentioned the flute 
{valid), which is heard in the abode of Yama (death), the lute {vim)) 
often called ^ seven-stringed ’ {mptatantrl))^ which, in the Sutras, is 
played at the sacrifice to the Manes, and the cymbals {dgMta) lit. 
something struck), to accompany the dance. 

In spite of the fame conferred upon it by Krishna^s performance 
among his Gopis, the flute seems to fade out of Indian music ; at 
least there are few references to it, and it is seldom to be heard 
nowadays. Perhaps its mellow tone is not of the kind which 
appeals to Indian ears ; at any rate the shahnai and nagasdram 
(both reeds) which have ousted it are stridently nasal; and the 
buzzing of the tamhura strings, effected by the insertion of a piece 
of silk {jivala)) the jingling of the fifth string of the satdr, called 
laraz, and made, for this very purpose, of twisted brass, and most 
of all the nasal tone of voice which is deliberately cultivated for 
singing, seem to show that so mild a sound as that of the flute- 
tribe is not thought to be piquant enough. 

To the vlnd, the national instrument, there are so many references, 
both direct and allusive, that it is difficult to choose. Perhaps one 
story, from the Jatakas, will be enough. A feeble musician, 
Mnsila of IJjjain, whose music on the vlnd was Hike scratching on 
a mat \ came to learn of Guttila of Banaras (the Bodhisatta in an 

^ See also Macdonell, Sanskrit Literature, p. 200. 

2 Cf. Pindar’s hepiatonos phorminx. The modern instrument also has seTen, four 
on the fingerboard, three as the drone. 
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•Her biri-H). ( JuHila/s parents when they lieanl him sTii»l, ‘ ! 

00 I the rats are J 4 'niuvin;j;' tln^ vtnii to jntM'es/ (Hdlila wlio, 
dhisatta, was '^skilled in diser'rnin^ from iln* Hneatnenfs of the 
ly ^ said, ' Go, npy tlvis art. is not for sam.’ Bui MihHii {Lfot 

1 way ; and Guitila Bodhisatta, wht>*did not stint his know 
Ijo'e *5 at last prononncuMl his pnpil p(*rf(‘id, Mnsila pressed tt» Is* 
cen. into the kin^yV servi<‘e. I'his was done; hnf. the kin»y 
wded Gnt.tila twiet* as inueh as his jmpil. Musila protested, and 
rccd, Tnaiters to fii «’ontt‘sf, of whieh pmehnnat loti was tjanh^ to 
:d< of drum. Tin* IkulIuHatta retleettsl that he was old, and that 

• he h(}at-s m(', death in the \vo<jds is better that; the shame wbieli 
11 l)e my portion So to tlie woods he wen! ; but * kept returnintr 
r<)U|j;*li ftsu* of death, atid lyoimy baek t«« the wo»fd for fear of 
ame^, so tliat Mht* |.,n‘ass dti‘d as he walked and his fret wore 
niy a path 1 In his trrmhie Sakka, the kiujy of the rrods, appeared, 
ntt-ila was t<^ break, in the rnntesf, one stritt;^ after anotloT, 
o’innin^;; at the ‘ be<»st ritijiy \ and the musie sliouM he as ;ot<»d as 
fore. ‘Then you shall ^o on playiniy with nothii^iy hut t!ie Ijody ; 
d from th<‘ entls of the lu*oken ntriniys the sound slml! forth 
d fill till the land tif Banaras for tin? spaet^ of twelve h\arrtn*s/ 
11 happtmed ns was foretold, ami the Hehohir, beaten out of the 
Idj was stoned and toiai in pteeeN by the pojadaee. 

Tin? rc‘Hi of thi? pief un? is fdknl with horns etaiehs 

ngs Itt. Ih' 11 of vu'tiWj)^ eymhals (/u//*//A, pipes 

ufdl)^ atid various otlmr iuHtrvmnmts not hlentified. \\\* l^^el 
j^limpse of tin* Ht*a!e on \vhi<di i»e<’lt*siaHii<‘Hl musie was planned 
)m an inHeripikai (A.tn 1051} on llie Hajurajejlvura temple at 
mjon? : 

VApari from tin? prieniM the ft»I lowing aiuMteian^i and iUf»uolant?s are to 
,ve a daily alhwaaee for the reetiathm <*r the Tiritp|iadiyain ta furiu «*f 
rvicci) cakailaittd in shares tif 3 A-n/non' of paddy, an foBown ; 
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Numler 

Shares 

Title, 

Choir. 

employed. 

each. 

4 

1*0 

Singers (Tamil). 

S 

1*5 

Singers (Sanskrit). 

5 

1-5 

Singers (male). 

Others. 

10 

•4 

Parasol holders. 

i 

•5 

Lamplighters. 

8 

1-0 

Clerks. 

5 

1-0 

Heralds. 

400 

1-0 

Dancing girls. 

6 

1.5 

Dancing masters. 

2 

2-0 

Female superintendents. 

4 

2*0 

Accountants. 


Not ascertaijtable. 

4 

1-5 

9 

2 

1-5 

9 

4 

2-0 

9 


About music and dancing there are two views, the puritan and 
the utilitarian. In the Amiglta^ among the * actions of the quality of 
passion ^ and ranked with the sins prohibited in the Ten Command- 
ments are ' devotion to dancing, and instrumental or vocal music \ 
And in the laws of Manu,^ ^ a student of the Veda must . . . avoid 
ointments, collyrium for the eyes, shoes, carrying an umbrella; 
lust, anger, and greed, dancing, and music ’ : and again, ^ the sound 
of the Samaveda, which is said to belong to the Manes/ is impure.^ 
In Canakya’s ArthamBtra Politics on the other hand, ^song, 
instrumental music, recitation, dancing, acting, writing, playing on 
the mndy flute {venu)^ and drum {wrdanga)^ knowing the mind of 
others, making scents, and garlands, shampooing, employing alluring 
words — ^those who know all these and can teach them to courtesans 
and actors should be provided with livelihood by the state/ 

The power of song is a favourite theme ; here is the story of the 
Indian Arion. The minstrel Sagga in search of Queen Sussondi 
came across certain merchants of Bharukachha (Broach) who were 
setting sail for the golden land. He said, ^ I am a minstrel {magadlia). 
If you will remit my passage money I will be your minstrel/ They 
agreed. When the ship had set sail they called to him to make 
music for them. ^^I would make music,^ he said, ^but the fish, 
would be so excited that your vessel would be wrecked/ ^ Fish \ 

^ Circ. A.B. 200. 

2 A strict Brahman purifies himself after seeing a dead body. 

® Circ. 400 B. c. 





Dancing girl, South India. 
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they said^ ^ will not be disturbed by what mortals do. Play on.’ 
Then tuning his lute and keeping perfect harmony between the 
words of his song and the accompaniment of the lute-string he 
made music for them. The fish were maddened^, and a certain sea- 
monster leaping up upon the ship broke it in two. 

And again^ purity of singing. A hunter of Banaras captured in 
the Himalaya a brace of fairies {hinnarci). He presented them to 
the king, who said^ ^ Hunter^ what kind of creatures {him-ndrd) 
are these ? ^ ' My lord, these can sing with a honey voice, they 

dance delightfully; no man can dance or sing as they can.'’ The 
king bestowed great reward on the hunter and commanded the 
fairies to sing and dance. But they thought, ^ If we are not able to 
convey the full sense of our song, the song will be a failure, they 
will abuse and hurt us ; and then, again, those who speak much, 
speak falsely."^ So for fear of some falsehood or other they neither 
sang nor danced. Then the king said, ^ Kill these creatures and 
cook them and serve them up to me, one for supper and the other 
for breakfast.'^ Then the fairy dame thought within herself, ^ Now 
the king is angry, without doubt he will kill us. Now is the time 
to speak ^ ; and she sang : 

A hundred thousand ditties sung all wrong 
All are not worth a tithe of one good song. 

To sing ill is a crime; and this is why 
The seeming-foolish fairy would not try. 

Then the king commanded to let her go, but to have the other one 
cooked for to-morrow’s breakfast. But the other fairy thought, 
^ If I hold my tongue surely the king will kill me ; now is the time 
to speak ■’ ; and he recited a couple of stanzas to make it clear that 
they had been silent not from unwillingness to obey the king’s 
word, but because they saw that speaking would be a mistake. And 
the king said, ^ He speaks the truth ; ^tis a sapient fairy.’’ And he 
had the two fairies put in a golden cage, and sending for the hunts- 
man made him set them free in the same place where he had caught 
them.^ 

A fine appreciation of good singing is to be found in the Mrceha- 
catika (sixth century). Two friends have just come from a concert; 
^Excellent, excellent indeed; Rebhila sang most excellently. 

1 This and other stories from the Jataka are taken from Frof. E. B. CowolTs 
translations. Cambridge University Press, 1905. 

Gt 
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Smootli and sweet were the tones, articulate, full of 
delicate and mind-pleasing. What do I say ? Some girl 
to be hidden in the sounds. I can hear him still ; his notes 
well-ordered,^ his song is soft^ and the sound of the strings o£ 
vim is in tune with the voice. The upper notes which are ^ 

duced into the middle of the rise and fall of the Aria have ^ 
close.^ He sings it as easily as a child plays with a toy. Altlioixgr 
the music is finished, I seem still to hear it as I move.' 

And this scene is relieved by one in Kalidasa's 
(fifth century) of a mediocre performance, where two musieiaxiS a*! o 
rivals, and one brings forward a pupil who performs a great f ea^t 
singing — a piece in four- time (caticrpada vastu) and Andante 
layd) — the ‘ young lady of Rio ', in fact, fifteen centuries ago . 

Pedants are dealt with in the Pancatantfa (fifth century) ixx tilxe 
story of the musical ass, who gets out at night into the cu.< 3 ixnal>or 
fields and joins the jackal in hedge breaking and other 
Waxing fat and kicking, his joy takes a vocal form, and Ixe aslcH 
the jackal in what Hag he shall sing. ^ Why sing at all ? ^ sai<i "tlxo 
jackal; ^people with coughs don^t steal. Besides, your voice is a.bot'ttj- 

as good as '. ^What? I don^'t know how to sing? Listieix 

to the theory of it. There are seven notes {svara)y three scales 
(grdma)y twenty-one modes {murc/ia7ia), forty-nine melodic fig^xirc^B 
(tdna)y three time units (mdtrd)y three tempi [layd), three voice 
registers (ytJidna)^ six ways of singing {dsydni^ lit. mouths}^ nixie 
emotions {rasa)y thirty-six rags (v-arsma\ forty languages 
This sort of singing when well performed embraces all the 185 
parts of song.' ^My friend/ said the jackal, ^if you must; liave 
your way I will take up my position at the gate and look onti for 
the farmer and his boy.’ They were not long in coming, and tlie 
musician learnt what it was to be an ass. 

The mass of legend relating to music, of which this is a mere 
handful, does not perhaps prove anything very definite aboixf tlie 
state of the art in past times. But we get, in reading, an im- 
pression that wherever we look the attitude of the writers and t;li €3 
storytellers towards song and instrument, towards the purpose of 
music and the general practice of musicians, has for a long: “bimc 


^ Sanhrama ; calculated to display the Eaga, 

2 He is speaMug of the return from the Antara to the Astai; see cha-p-fcer oxx 
Form. 
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past been much wliat it is now : and if datable documents were to 
come to light showing that music, in the form in which we read of 
it in BJiarata, existed many centuries before his time we should not 
be at all surprised. 

Histoey 

And now, leaving legend, the first musician we meet with who 
is anything more than a name is Jayadeva (circ. a. d. 1100) the 
author of the Gita Govinda. He was a native of Kindavilva in 
Bengal. He assigns to each of his poems a definite Bag and Tdl^ 
which are named after the Bengali fashion. There is no musical 
notation ; and it is open to any musician, now as then, to make or 
mar them by his treatment. In a poem of such delicate texture 
as the Gita Govinda the musical scheme could hardly fail to be 
a thoughtful one. The names of Bag and Tdl which would be full 
of association to a Bengali may connote little to us ; but we may 
see from the mere titles how they have been used as an element in 
the design. The song of ‘^one of Eadha^s maidens’ in praise of 
love with which the Gita begins is echoed by the Hymen o 
Hymenaee’ at the close; both are in Bag 7 amnia and Tdl YatL 
The voice of one ^fair, but not so fair, as Eadha’ consoles and 
breathes hope which finds its fulfilment in Eadha’s triumphant 
song of reconciliation [Bamagiri; Tati). The slighted Eadha and 
the flouted Krishna utter their sorrows in the same accents, and 
in these accents they afterwards forget them {Gurjjari ; Tati). 
Krishna^s assuring message is met by Eadha’s jealousy; and the 
messenger, who is persuading her to relent, draws forth only a 
pitiful plaint over his neglect, to which the ^ chorus ’ gives a new 
turn after Krishna^s home coming {BeshivardM; BUjoaka), Again, 
Eadha rebukes Krishna in the moving tones of Bhairav% and his 
answer, when she has yielded, is in the ecstasy of BiiMa. 

Akbar, late sixteenth century, is reported to have loved music as 
much as Aurungzeb, late seventeenth, hated it. He is said to have 
been a good player on the JSfaqqdrah (a drum, used in pairs) and to 
have composed more than two hundred melodies. He invited Miyan 
Tansen the pupil of Haridas Swami from the court of Eajah Earn 

^ The Bags are Gurjjari, Deshivaradi, Malava, Bhairavi, Ramagiri, Malava- 
gan^, Karnata, Beshaga, Gondakirl, Vasanta, Varadi; and the Tals Yati, 
Rupaka, Ekatali, and AstatSli. They are given here in the order of frequency 
of occurrence for the seventeen songs. 
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of Baglielkhand, and loaded him with honours and gold. The 
Mohammedan Ain4-Akhari says of Tansen, singer like him has 
not been in India for the last thousand years/ The Hindus, how- 
ever, hold him principally responsible for the deterioration of Hindu 
music. He is said to have falsified the rdgs^ and two, Hindol and 
Megh, of the original six have disappeared since his time. 

Of Tyagayyar or Tyagaraja or Thiaga lyar of Tanjore (early 
nineteenth century) more is known. He was revered by his con- 
temporaries as a perfectly sincere and selfless man; he was an 
ascetic in the original sense of the word, one who ^ prepared ^ his 
heart for the reception of truth. In Mudaliar Chinnaswami^s 
Oriental Music sixty of his songs {Kritis) are printed in staff 
notation, accompanied by adeq^uate indications of scale, time, and 
tempo. There is a list also of eight hundred more, and this is 
probably not exhaustive. They are all in Telugu, the most musical 
language of the south, as Bengali is of the north. They exhibit 
considerable sense of balance, as may be seen from the structure of 
the song. Ex. 379. They refrain from abusing the ear with ex- 
cessive compass, and eschew cheap contrasts, both of which are to 
be found in the compositions of less able musicians. He signs his 
songs ; that is to say, he ends them with words such as * This is the 
last counsel of Tyagaraja^ or ^ You who are the treasure of Tyaga- 
raja^s heart \ 

This is a common practice in the mediaeval songs of Germany, 
and may be compared with Dufay’s signature ^ Karissime Dufay 

vous en prye^ or occasionally ^ Du and with Palestrina’s 

incorporation of the titles of the 119th Psalm (Aleph, Beth, &e.) 
into his Lamentations. Two of the syllables of Tyagaraja^s name 
(ga-ra) would have admitted of the same treatment; but there is 
no instance of his adopting it. It was also a practice of his time 
to set the syllables of the song to the notes which they name,^ as 
as in the example quoted by Day, p. 72 : 

£iX. 

171 . 

Sa - ra-sa sa-ma-muk-ha Pa-ra ifa-va ifa, &c. 

and the Indian form of ^ Ut queant laxis *’ is (putting Ea, Ri, Ru 
for Db-, D, D#, and Ga, Gi, Gu for Ebb, Eb, E, and so on) : 

1 These are called Svarakshara's (note-syllables). 
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Hilgam BlilrasaiJikanlb hanu>Ji* 

Tiilaiu Mr t.ya. (4 + -f 4 . ) 

sj “Jif- j j- j-' j # 

Mi - pu-ba - la khun-da-uH - i*o (hi « ni -gu « tui . . ka - ni » r<* 

ppri' J- / J- .►! 

Md yS. pa»ra iu-ru-ro Pa ri pa - li - Ui blui «va *■ uu 

pr^:-^, J' yi^ J' TTjTT y ^'- 1 

JOhi - ja - Uil “ ra knUa-iui” ro Nu - in - cdui ri . . truro . 

|;:c-^,0 Q L cj I cJLf c O 

iS'a- ra - hH - gro - -la * ra >‘^ri K’a - lua - - dia 

^Sapiutur* j 

g'/j'j 1 

pa - ri - pH - la • ya mkia. 

Blit tlie pra(‘ti(‘e does not appear to have attvaidionn ftn* 
raja; he rcBistH thorn at any rate in a koii^ hoginninjLr 
a word which would have Buggoatod four not(‘B of tlu* ncaleJ Nivitlui* 
does he seem to be particularly in love with iSramn, iSritru in tin* 
South, Sdrgam, (i.e. Sa, Hi, Ga, Ma) in the North, nu'iinn a rajud 
passage in which the notes are sung to the sol-fa, nanu'H inHt(*ad of 
to words as an amusing feat of skill Tt takes the phu-e ut our 
cad( 3 nza., and like that was ocea.si<malIy addcMl by another hantl 
iSmraft ociiur in only four of his sixty songs. 

There is a pretty story al)out ''ryagaruja’s mtH*ting with ^ Shattkiila ' 
Govinda MiUilr, a tiiu* nmsieian of 'rra.van<‘on*. jS/nifht/u nu*atis 
* six-time and M-inie^ is here us(‘(l in the s<‘ns (3 of * cliininutionH *, 
i. e. that a piee<* that had lH»en in erot*ehet.H was now sung in ijuavern ; 
and the point is that he could Gliminish’ six times over, i,ci. begin 
with his theme iii semibreves and end with it in Bemi-dt‘mi»semi»- 
([uavers. He used to sing to a ffmluim with seven Htrings~thi* 
ordinary Tdmlmra has only four; and this instrument seems to 
have been a sort of bow of Ulysses to inferior singers; in token of 
which, apparently, it was adorned with a flag. They met at Tya*- 
garSja’s house at Tiruvaiyyar near Tanjore in 1843 , where tln ,3 
' B, A, C, H, to bo aoourato. 
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great man was sitting with his disciples. Marar, after listening to 
the disciples, expressed a wish to hear Tyagaraja himself. ^ Who is 
the man'’, said Tyagaraja in Telugu, ‘that can ask me to sing?’ 
Apparently the audience were to hear him only when he sang of 
his own accord. He asked who was the man, pointing to Marar, 
who sat with a flagged Tdmhira in his hand ; and was told that 
Marar could sing a little. A Pallavi was then sung round, and 
when it came to Govinda Marar’s turn the other instruments had 
to be laid aside and his Tdmhura only used, so high was the pitch of 
the music. He sang it in SJiatkdla^ and Tyagaraja, after remon- 
strating with the understatement of Marar’s powers, improvised on 
the spot a song in the &n Rdgam, which is the Ragam sung at the 
close of performances, of which the burden was, ^ There are many 
great men in the world, and I respect them all.’ This contrasts 
well with the many stories there are of professional jealousy, which 
are too unlovely to repeat here. 

The Present Day 

A few notes may be added upon so much of the present-day 
music as a hurried traveller might hope to hear. In a land not 
blessed with concert advertisements or concert notices, it is difiicult 
for a stranger in the first place to find the best music, and in the 
second to know what the inhabitants themselves think of it. He 
can only remember with gratitude some of the good things it was 
his fortune to hear. There was some beautiful ?;t«a-playing at 
Mysore, where the general standard is high. The crisp and 
expressive touch and imaginative improvisation of Subbanna con- 
trasted well with the smooth tones and solid technique and exact 
intonation of Seshanna, of whom it was said that he could ‘put 
Sabbanna in his pocket and shake him about’, a criticism the truth of 
wliich I was not in a position to gauge. They got by heart at my 
dictation ‘Ye banks and braes’, selected because it is in the 
Mohanna Rdgam, and were to improvise upon it next day, when 
a concourse assembled to hear the result. They quite entered into 
the spirit of the thing ; Subbanna played the tune more as if he 
cared for it; Seshanna produced the more ingenious varktions. 
Afterwards they played the following in unison with the utmost 
accuracy : 
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Rilgam Mohanna (Mg Bhiipkalian). TAlam AtlL 
J fea 120. Alkyratio canfahile^ 
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Ramacliandra of Trivandrum, wlio was suffering from rheumatism, 
could not play for long together. He had the expressiveness of 
Subhanna without his invention, and the smoothness of Seshanna 
without his execution. He used the lower strings more than either 
of them; his fingers went down firmly on the strings and gave 
a clear and precise tone. His favourite ^ grace ’ was the ^ Slide % 
whereas Seshanna’ s was the ^ Deflect’.^ 

Next to the expressive i‘md comes the dignified sur&ahar^ which 
I heard only in Calcutta, where it was played by Sourendro Banerji. 
Its lower strings, which are freely used, have to be struck hard in 
order to produce the after effect of gamak 



which is a favourite opening ; and this gave it a rather ponderous 
sound. Its frets are but slightly, it at all, moved ; and there are 
no ‘ settings ^ (tMt) for the different modes as on the mtdr. Con- 
sequently much more is left to be done by gamak^ especially the 
^ Deflect ^ (mmly called in Bengal muh)y and this contributes to its 
grave and dignified tone. There is also a mandolin stroke, double, 
with the forefinger and little finger each armed with a plectrum 
{misrah)y which, though no less irritating as a continuance than the 
mandolin itself, provides a good occasional contrast. Banerji was 
fond of contrasting his gamakked and his fretted note, as a violinist 
likes to contrast his open and his stopped E. The chmiterelle is 
away from the player^s body, i. e. nearest his fingers (it is the other 
way on the vim), and this seemed to give better opportunity for the 
Deflect. Altogether there was much more mystery in the sound 
of this instrument than in that of the rather commonplace satdr or 



i' 






1 See Chapter YII. 





LEGEND, HISTORY, AND THE rUESKNT DAY 

the thin-lonod Nortli Indiau /-(«, allhdUKli I cerfftiiily <ii<l »i'>t It-.ir 
these so well harulled. 

Good drumming is eornmotier, perhaps, iiian any nfhrr hinii mI 
musie. It is said to take a lihd>inu‘ to hiHHmu* a tlruiiiiioi’, 
but tlie eoni|>arative failures manage to ^‘ive much plraHiirr. 
most interesting’ ex])otuints of this art I heard at. I'rivundruiri. thie 
was ahoy of seven who had won a medal at. Mmaktilani fnr his skilf, 
and who played on adnnn hound with silvan*. He played n tih gmif 
solemnity, with funny litthi poses of tin* head tt» right <»r left iw if 
he were thinking of anything else hut whai la* was giving his wiade 
attention to. Mis drumming was in tin* * innv sfyle whieli 
seemed to consist of flurry, siletuu', Ihiny, silenee. After his p^r- 
formance he went to slet^p during the rest of the musie, suul wie. 
ordered off to go and play in the veratidah. ddie otlau* wa*^ a man 
of sixty, Somaji llliiigavalar, who ratiks with Ihimaehandra a*. 
a foremost musician, lie was most (*ar<‘ful about the tuiung ‘d’ In-. 
Mrdan(^ani (in two F’s like the Scherzo of tlu‘ Ninth Symphony, 
but an octave higher). The upper F (right hand end) was aiijUNf«-d 
by wedge and hammer, and gave the most irouhh^; tlu’ lower, »>n 
the left, l)y application of more or less thnir and watiu* to Form tbr 
/canine (Ilindostani djfd). There were no nutic^s; it. was all purr 
drumming. A good deal of it was a (piiet. iappitig of the time 
with the forefinger of the left hand; then little points appeHred, 
and a climax, and a solo or two, and tluj giuuuid <‘flVet was that fd’ 
reserve power. 

The difference between Molaimmedan and Hindu singing U noui’ 
easily felt than described. Oner's gen(u*al iinprtNssitui, whirh a longer 
stay would no doubt have (corrected in <h'lail, is that tlie Mnlutuo 
medan prefers the more cheerful Juitja ^ K/utnitij, nitd I hr 

Kalktne; and the simpler rhythms, such ns Tiittiit uuil Iknint \ iimt 
the Hondo to the Variation form. With llu'st' lu^ takcH a r.ueddtfr- 
able amount of liberty, concealing the rhytbm, esperially, by inter* 
spersed rests, and broken phrases that, rtm counter to it, ho tjuii it 
would be unintelligible Hometimt‘H witinuit the dnmumu*, He has 
the performeris instinct ; h<‘ riv<ds the utitmti<iu of the iiuiUeure hh 
a whole, and the less able singer is apt t<» tear a passion t** |iieia*i 
rather than not challenge their admiration, The perforintmee <4' 
the best musicians {Udiuk) has a wouderfid fiweitmtkm in Hpita of 
the language difficulty. The phrases are fiiushetl off and fit «o welt 
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into their place, there is so much variety and so much telling* 
gesture, that the time goes quickly by, although you may find that, 
with the help of another singer perhaps, he has sung for at least 
half an hour continuously. All this the Hindu can do too, but he 
does it in a less vivacious way. He is at his best in the quieter 
Ild^€ like Mairavi, or the more characteristic such as fasant 
or B'dlids or Todi, and in the more irregular rhythms such as 
Surphakta or Adachantdila. His singing is less broken up with 
rests, and he luxuriates in cross-rhythm. His song gives much 
more the impression of coming from the heart, and of reaching' out 
for sympathy rather than for applause. You can more easily fancy 
him singing over his work, or her over her household duties ; and, 
as has been mentioned, the Mohammedans have no cradle songs. 
There are some fine Mohammedan religious songs ,• they seem to 
treat religion more deeply and less imaginatively than the tiindus, 
and to produce it on occasions rather than as the natural expression 
of their daily life : the two songs, Hadi e illah ^ and ^ Cheraravade- 
mira', Exs. 268, 379, seem typical of the two peoples. 

The singing that appealed to me most was that of Chandra 
Prabhu at Bhavnagav. She compelled respect at once by refusing 
on any account to be phonographed ; perhaps she thought, amongst 
other things, that if she committed her soul to a mere piece of wax 
it might get broken in the train — and my subsequent experience 
showed that this was only too likely. She sang for an hour, three 
songs. The most striking of them was in ^a sort of^ JBhaimvl^ 
upon a theme of the Maharajah's : 

ISs:. 

175 . 

(with the drum at E, of course, all the time). The others were in 
Imankalian, to which the descending Ejf gives an indescribably 
light-hearted touch, and in Bageshri (a Dorian). She used gamak 
sparingly, and therefore effectively ; she detached the notes cleanly 
without making them too staccato. There was something most 
satisfying in the sweep of the periods, apparently haphazard but 
really conforming to strict law. A voice with good tone, as we 
understand tone, is a rarity in India ; but Chandra Prabhu sang 
with full round notes and variety of quality in addition to the 
extraordinary flexibility of all her nation. But the musicianship 
of her song was the most notable thing about it. She never 
seemed to come across technical difficulties— as that friend of 
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Assketon Smith's never could ^ think where the young men found 
all these big things — he never met with them 

It is impossible to measure this sort of song by any European 
standards, the problem is so entirely different. With us, as with 
them, a singer concentrates into a single song all his knowledge and 
past experience, and has taken years to learn what it takes a few 
minutes to sing ; but he is only interpreting. It seems a fresher 
and more convincing thing when, after an equal or perhaps larger 
number of years training, the song is created there and then ; when 
its message has never been given in quite the same terms before 
and never will be again. The greatest European singers are apt 
to be voice-producers first and musicians afterwards ; the Indian 
singer is before all things a musician, who may happen to have 
a good voice, but seldom has a good tone. And it seems possible 
to overrate good tone ; at any rate, it is surprising how much art 
can be heard behind a poor one. Then, too, in the absence of 
orchestration and of counterpoint — except such as the drum pro- 
vides, and of harmony — and, with that, of a certain terseness of 
structure, the voice has unaided to supply all the interest and to 
spread it over a certain lapse of time. 

To maintain this interest recourse is had to all those things of 
which a description has been attempted in the chapters on Rdga, 
and Grace. The result is a kind of full-throated utterance quite 
unlike the elaborate tremolos of our singers, which often seem to 
resolve themselves into a battle between the voice and the accom- 
paniment. The nearest analogy we have is perhaps Mr. Henschel 
playing his own accompaniment, where the whole is under the 
direction of one mind and it is difficult to say whether voice or 
instrument is contributing most to the result. Again, the form of 
the song is wholly diverse : we can hardly imagine a composition 
without a main climax and perhaps a coda ; an Indian simply stops 
when he has sung enough. It seems as if climax too can be over- 
rated as it certainly is sometimes overdone. Still, though there are 
plenty of minor crises in the course of the music, this absence of any 
convincing close remains a difficulty for us. 

A different kind of interest and a still greater pleasure was 
afforded by a visit to Rabindranath Tagore, the Bengali poet. In 
accordance with the best Indian tradition he is poet and musician 
in one. His poetry is beginning to speak to us for itself : even in 
a few scattered translations it is possible to hear the voice of a man 
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who thinks deeply and truly, who sees things as tliey really are, 
making invisible things visible as florescence does in optics, and 
touching them with tenderness and reverence. To hear him rc'clte 
his poems is to be reminded of the way in which Tennyson is said 
by his biographer to have recited Maud ; and indeed sncli a line as 
‘ Laborious orient ivory sphere in sphere" has something ot the ring 
of Bengali verse about it, while the terseness, the inheritance ot tlui 
Sutras, of a language wdiieh is the descendant of that, compact, 
wonder, Sanskrit, we could hardly parallel short of Horace. To 
hear him sing them is to realize the music in a way that it is seldom 
given to a foreigner to do. The notes of the song are no long(*r 
their mere selves, but the vehicle of a personality, and as such Ihty 
go behind this or that system of music to that beauty of sound 
which all systems put out their hands to seize. These melodies an* 
such as would have satisfied Plato. do not know the mod(w," 
said Socrates, ^but leave me one that will imitate the tones and 
accents of a brave man enduring danger or distress, fighting with 
constancy against fortune ; and also one fitted for the work of pcatx*, 
for prayer heard by the gods, and for the suecessftd |)ersuaHiou or 
exhortation of men/ 

The portrait of Mr. Tagore which forms the frontispiece is by 
Mr. William Rothenstein, who has most generously lent tin* (;oi>y- 
right of it for this book. It was drawn one afternoon whih* the 
words and the songs were being transcribed ; and p(‘rha|>K ilu* 
sympathy and fidelity of it may be taken as some eompensation f<»r 
the limitations imposed by a foreign language and for the inability 
of musical notation to convey the tones of the living voice. 

Mr. Tagore’s translations of his own poems are given in ExamplcH 170 IHO. 


Bag Bhairavl, Tal Tevra (3 + 2 + 2). 
= 100 . Adagieito, 



Ji -ba - ne ja - ta pu - ja ha - la - na fta - ra . . 





-< s>. 


"azzrh '""h 








Ja-ni he ja-ni ta - o ha - i - ni ha - ra Jo phul na phu’ti - to 



jho-re-chhedha-ra-ni-te Je na-di mo-ru pa - the ha-ra-lo 
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Ja - ni he j‘a - ni ta - o ha - i - ni ha - ra 


Jibane jata. 

The jpujas that have not been finished in this life I know that they are not 
altogether lost. The flowers that have shed their petals on the dust before 
being full blown, and the rivers that hid their streams in the desert sand, 
1 know, I know they have not been altogether lost. Those that lag 
behind in this life I know, I know that even they have not lived uselessly. 
All my unformed thoughts and all my unstruck melodies are still 
sounding on the strings of thy vind, and I know that they have not been 
altogether lost. 


Ba?ul tune, 

Tal Dadra, J = 90. Andantino. 



a -klacha-lo re a-kiacha-lo, a-kiacha-lo, a-klacha-lo. 
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ta - be pa-ran kbu-le 


0 tui mukh phu-te tor 


ma- ner ta - tb§, a - tlS, ba - lo re. 

Jadi tor dak. 

If no one responds to your call then go on alone. And if tliere is no one 
to speak out, and if they turn tbeir face and are afraid, then open your 
heart and speak only you. Speak alone, speak alone. 

If eveiy one goes back and none accompanies you in the difficult path, 
then tread the thorns with bloody feet alone. Tread alone, tread alone. 

If there is no one to light the lamp, and if every one shuts his door in the 
stormy dark night, then burn the ribs of your heart with the thunder fire 
and bum alone, burn alone. 

Eag Khambaj, Tal Ekt&la. 

J = 60 , 


—r jr»Mr*Pi 


A-ma-r(a) ka-ra to ma-r(a) bi 


la-ba go la-ha tu 


A-iiia-r(a) ka-ra to-ma-r(a) bi 


U - thi-be ba - ji tan - tri tan - tri • ra - ji Mo-ha - na an - gu 
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A - ma - r(a) ka - ra to - ma - r(a) bi 



Ka-kka-na su-kke ka-kha-na . . dn-khe kan-di-be 



cha-hi to-ma-ri mu-khe Cba-ra-na pa-rhi ra-beni.. ra-be 





ra - hi - be ja - be bhu - lo IC® “ ho na 

? — 1 N 1 ">■ 



1 ^ W W' W 

ja - ne ki na-ba ta , . ne TJ-thi-be gi - t 

5-t K ^ 1 ' ^ 

— 

a shu - nya pa - ne 

i 


*^41 


T ^ w - caj Urn 

B 


A -nan - de » xa ba-ra-ta ja-be a nan-te - ra ku - le . . . 


Amar hara tomdra hind, 

3VCake me i)ijvmd\ lift me in thine arms. All the strings of my heart 
■will break out at thy finger-touch. With thy tender hands touch my life, 
and. 33ay heart will murmur her secrets in thine ears. In hax3piness and in 
sorx'ow she will gaze on thy face, and cry ; and shouldst thou neglect her 
she •will remain silent at thy feet. None knows in what new strains her 
song's will rise up to the heavens and send a message of joy to the shore of 
the infinite. 

Jhijhit, Tal EktSla. 



Andante, 

1 - K 




K f J r- p 

Esc- 

J — J- — J- — ^ ^ 

T-a -A ' -=r 23 J 


179. 

* 

' 


A - mi ohi-ni go chi-ni to - ma - re 0 go bi - de shi- 
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- ni To-ma-ye de-khe-echi sha-ra-da pra - te to-may de-klie-cclii ma-dha-vi 



- ni A-mi a - ka-she pa - ti - ya kan su-ne-ccM su - ne - ccM to-ma - ri 



de - she A-mi a - ti-tlii to - mare dwa - re, 0 go bi-de-shi-nL 


Ami chini go chini. 

1 know, I know thee, 0 thou Bideshini^ ; thou dwellest on the other shore 
of the ocean. I have seen thee in the autumn, I have felt thee in the spring 
night. I have found thee in the midst of my heart, 0 thou Bideshini. 
Putting my ear to the sky^ I have heard thy music, and I have offered to 
thee my life, 0 thou Bideshini. I have roamed all through the world and 
have come at last into the strange country. Here I am a guest at thy door, 

0 thou Bideshini.® 

^ 0 thou stranger lady ; perhaps, Intellectual Beauty. 

2 AkMa, space ; the source of all sound and speech. 

3 Mr. Tagore writes ; — ‘ I heard when I was very young the song Who 
dressed you like a foreigner?” and that one line of the song painted such 
a strange picture in my mind that even now it is sounding in my memory, 

1 once tried to compose a song myself under the spell of that line. As I hummed 
the tune I wrote the first line of the song “I know thee, thou stranger”, and, 
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Eiig ICafi. T^l Ektula. 
J = 80. Andante. 


Elx. 

180 . 


Ma-ma jau - ba - na iii - kmi - jo ga - lie pa <• khi Sa-khi 



- go, ja - go, ja - go Ma-ma jau-ba - ua ui - kun - jo gS. - lio 


pii - khi Me-li ra - ga a - la - sa an - khi Mu-li ra - ga a - la - na 



an - khi Sa-khi ja - go, ja - go Ma-ixia jau - ba - na ni - 




• kun -jo ga-he pa - khi A-ji chau-«ha-la o nih-nlu - U*; jil-go 


pha-gu-na gn - na gl - i6 a - yi pra-tha-ma pra-na-ya bhi •* to Mii-ma 


-j? h ' -k"-" -r-J r- = A H — in 


rn 


s-/ 


nan-da-na a-ta-bi - to Pi-kamu-hu-mu-hu u-tthedfi-ki 8a-khi 


if there wore no tune to it, I don't know what would bo h^fl, f»f Uk^ Hotig. Bui 
under the spoil (mantra) of tho tune the mysterious ligun^ of ihui; stmuKor wan 
evoked in my mind. My heart bc^gan to say, '*Th(u-o is n stranger goin?j: to an<I 
fro in this world of ours ; her hou.se is on the furtlnu'’ shon^ of 4 in otuuaxi of 
mystery. Somotimos she is to bo seen in the autumn morning, sojmdJmes in 
the flowery midnight ; sometimcH we roeoive an intimation ofher ixx the (h'ptbH 
of our heart, sometimes I hoar her voice wluui I turn my ear to the Hky. . . , 
One (lay, long afterwards, some one went along tln^ road singing, *vUo\v does 
that unknown bird go to and away from thoeage? Could I but<adf!h it, I would 
put tho chain of my mind about its feet I" I saw that that iirtbd song too said 
the very same thing. Sometimes the unknown bird eoixnm to the elosed cage 
and speaks a word of the limitless Unknown. Tlum Un^ mind would ktiep it 
for ever, but cannot. What hut the tuiui of a song (nouhi report tlu^ conang and 
going of this unknown bird? Becauso of this I always f(ud Invitation in pub- 
lishing a book of songs, for in Hneb, a book the uxain thing la left out. To sot 
forth the music’s vehicle and leave out tho music itself is just like ki(*ping the 
mouse and leaving out Ganapati himself.' 

H 


1405 
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p-h 

1 

J 

a 





HiT.. 


d 

.. ir'TTCf ... 


ja-go, go Ma-ma jau - ba - na ni - kun - jo ga 



— |y-.^ — - — — — ^"31 

=F---=-4--=S=^- 




ZM 


pa-khi Ja-go na -bi - na gau -ra - bo Na-ba Im-ku-la san - ra 



- bli4 Mri-du ina-la-ya bi - ja - n<5 . . ja - go ni-bhn-ta nlr-ja- 



la - j4 Ma-mahri-da-yasha-ya-na ina-jh<5 shu-na ma-dhu-ramu-ta-iu 



Mama janhana nilmnje. 

In the bower of my youth a bird sings, ‘Wake, my lovo, wako ! Open ihy 
love-languid eyes, my love, and awake.’ There is a tremor in the midniglit 
darkness to-night, and the air is resonant with the praise song of spring. 
0 timorous maiden, thrilling with the mysteries of first love, listen ; in my 
grove of paradise a bird sings in a repeated rapture, ‘ Wake my love, wiiko ! ’ 
Wake in the first fullness of thy youth, wake in the lonely stillncBs of starry 
night, fanned by the ardent breath of spring drunk with the perfume 
haJcula. Wake in my arms my love, a-tremble with a tender shyrn'SH, dficked 
in a wreath of blushing rose. 0 listen to the sweet piping in my Iie,art, 
‘ Wake, my sweet love, wake.’ 

The rhythm o£ Indian song is more fluid than that o£ Kuropean. 
It seems to cost us more, so to say, to be perpetually aH;ering tlu^ 
accent; it produces a certain instability which has to be made up 
for in other ways. But there is no feeling of instability in these 
fiongs. Such a line as, 
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Ja-go a - ku - la phu-la sa - Ja - go mri-du kam - pi-ta 



la . . j4 Ma - ma hri-da - ya sha-ya - na ma - jh4 


flows quite as Daturally as tiie close of Brahms’s Mm%eUed : 



o . . .ii*r**^ 

182 . £ 






• ^ J - 1 


7 



Dass mein Herz. gleich die - ser An, mOg’ in Won - ne 



blti - hen, mCg* in Won - ne blii - hen. 


These, and some others of his, show a securer balance and a 
stronger sense of rhythmical proportion than many Hindostani songs, 
and, without doing violence to the principles of the music, bind it 
in a closer grip. 




CHAPTEK IV 

THE SCALE 

You can work it out by Fractions or by simple Rule of Three, 

But the way of Tweedledum is not the way of Twoo(llcd(‘e. 

The Juwjle Book. 

The subject now to be discussed is complex. To do justi(*o to i.he 
problems which it involves would require a large book ; all iliai. 
is attempted here is to state them, and to give a possible reading of 
the available data. 

Scales are a tabulation of the facts of song. In a country of the 
size of India these facts are very various, and that there should be 
one parent scale is hardly to be expected. Prom the facts given in 
Chapter I for the south, and in Chapter II for the east of that 
country, we should perhaps draw the following conclusions : 

(1) that the compass increases with the state of civilisation ; 

(2) that there are two broad tendencies in scale-huihling: to step 
melodically to the ^next door ’ note, and to leap harmonically to one which 
is not ‘next door ’ ; 

(3) that the ‘steps’ are of various sizes, viz. anything up to, not a.a n, rule 

beyond, a whole tone — although the means of defining tlie ini.ervals 

was not at hand ; 

(4) that the ‘leap’ from a given note is to a not(i which in connonant to 
it— for instance, an upward leap through F would geufirally he to A if the 
preceding note was E, to Ab if the preceding note was Eb ; 

(5) that the ‘steps’ seem to prevail in the south, the * leaps’ in the east ; 

(6) that whether ‘step’ or ‘leap ’is in use, the melody pivots on two 
notes which are a Fourth apart, much more rarely a Fifth. 

It may he observed in passing that this distinction bef.ween 
and leap, between a ^ melodic^ and ^ harmonic^ scale, lies at the 
bottom of all music. It appears in our music in tlu^ form of 
^passing' and ‘substantive^ notes; in two successive chords^ tlm 
constituent notes of the second of them can be, and can only be, 
justified as melodic steps or as harmonic leaps from those of 
first, however much the current conception of what is melody and 
what is harmony may grow. But, just as in our music the two 

Chords are compressed arpeggios, and arpeggios arc, or may be, skelctfui 
scales. 
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ideas were held apart to some extent and ticketed as Counterpoint 
and Thoroughbass respectively^ but afterwards fused in Harmony^ so^ 

(7) together with the ‘ melodic ’ and ‘ harmonic ’ scales, we find every- 
where in India the ‘ complete ’ scale — a scale, that is, which extends beyond 
the small gamut of adjacent notes, or which fills up the gaps left by the 
sparse notes. 

No melodies have been noted in India until quite modern times, 
so that we have no direct means of determining what those songs 
were of which the scales were later tabulations. But we may 
perhaps take remoteness of local origin to be an efficient substitute 
for antiquity of record ; and these seven ^ conclusions ^ may therefore 
not be without value as a guide to the constitution of the early 
forms of scale. At any rate no reading of the theory would be 
satisfactory if it did serious violence to the practice. 

Another guide is to be found in the tunings of local instruments. 
These are, if we can interpret them, a record of the essential notes 
of the melodies of the district to which the instrument belongs. 
Essential, because other subsidiary notes are got, or are always there 
to be got, by special fingerings and by varying pressure of lip or 
finger. We will examine some of these Ludwig Riemann^ has given, 
from observations made on Indian stringed and wind instruments, 
with the help of an Jppufm’s To^imesser — scales correct to an eighth of 
a tone. His results for stringed instruments may be neglected because 
the frets undoubtedly shift by lapse of time, by handling, and by the 
shaking of the journey, and also because such instruments as those 
of the und aud satdr tribes, from which his examples are mainly 
taken, belong to civilized, i. e. modern, music. There is more help 
to be got from the wind instruments, because niceties of intonation 
obtained by fingering and overblowing belong rather to a fully 
developed art, whereas these rustic flutes would tend to be pierced 
in accordance with the accepted local scale, so as to save trouble in 
performance. 

The following table divides the Semitone into four parts. It will 
be useful to remember that the Tone^ is here 8 of such parts, the 
minor Third 12, the major Third 16, the Fourth 20, the Tritone 
24, the Fifth 28, and the Octave 48 : 

1 t/her eigeniumliche bet JSfaiur- und orimtalischen KulturvbUcem vorhommende Tm- 
reikm, Essen, 1889, pp. 3, 27-30. 

* The true relations of naajor Tone, nainor Tone, and Semitone would be best 
expressed (in single figure integers) as 9, 8, and 6. 
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Approxi- 
mate 
European 
Just scale. 


Fourth. 


Tritone. 


Fifth. 


Fourth 

and 

Fifth. 


Mute scales. 

0 8 16 20 28 36 44 48 

's '» 'Ja ' s'a '.I 

C BEF GABC 


2 5 3 5 5 


4 3 5 8 


8. 


4 6 4 6 6 

- > 

4. 1 1 m I 

6 6 4 4 7 


\s*r7rTi7 ; i " i 

4 4 3 4 8 8 


6 . 


4 4 4 6 4 


4 4 4 6 6 

'"■ir^'T'a ■' .. f a 'I J 

Fourth Tritone 


[io.r 


6 8 10 


( 10.1 1 ^ 1 

18 8 9 15 

Fourth ^ 


11 . 

12 . 

18. 

W.l 


1 r 
8 

TTT 


' 10 


8 ^ 

II 

1 1 

1, 

1 9 

8 

10 


6 8 6 8 





Riemani 

numberii 

Name and 
origin of 
instrument. 

77a 

Flute, Lahore. 

74 

Flute, Lahore. 

77b 

Flute, Lahore. 

78a 

Flute, Lahore. 

76 

Oboe, Ceylon. 

75 

Double flute, 
Ludhiana. 

66 

Flute, Jaipur. 

81 

Eeed flute. 
South India. 

676 

Bansri flute, 
Mathura. 

80 

Flute, Kandha. 

67a 

Bansri flute, 
Mathura. 

766 

Bansri flute, 
Ludhiana. 

95 

Bansri flute, 
Sovala. 

76a 

Bansri flute, 
Ludhiana. 

65 

Flute, East 
Bengal. 

78 

Thumri double 
flute, Lahore. 

706 

' 

70a 

■ Nai flutes, 
Kashmir. 
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We liave no hini as to which note is to bo regarded as tlu^ 
ihou‘ 4 ‘l\ it would ho a rcasonal)le g'uoHs to <!onsider the 
lovv(?s(, u<»to to be so as a rule, l>ecause ibe lar^o nia-jority of iTulia.ii 
uielodii'H are autheiitic^^ not pla-L^a.!. f^nonajL!;* any sug’^’ostion of 
t.hat/ sort, the arran; 4 *emetit adopted luu'e is i.o |j^roup iiOjL^ctlujr those 
H<!aleH which respectively tuake (1) the Fourth, (2) the Tritorui, 
(3) th(^ Fifth, or (4) ih(» Fourth aiul t.he Fifth, their basis, |)Iacing' 
l)t*tw(3ea th(3 iH'roups thosc^ whi<di show apjyroxiinatioTiB to th(»se 
intervals. Wh(‘n3 tliere mi^'ht 1x3 doubt as to whicjh interval was 
intt‘nd(‘d, a slur, or if an a,|)proxirnadion a doti(Ml slur, has Ixhui added. 

W(* must not a.PjLJiau* from tb<3H(‘ <‘i^-lit.<3t*n s(!alcs to any {^nderem^^ 
Ibr a |)arti(*a1ar si/x^ of interval, for n<‘it.!u‘r <lo we know how repro- 
Hcntativ(3 this list, a nuu-e handful of th(‘ Iluies of India, may l)<‘, 
nor can W(^ hope* to ha.se anything* upon tlu^ sporadi(‘ lisf, of ‘ <ud|L'ans h 
But a. ^‘iveu s<‘al(' t etuis to <*onsist, on llu‘ whol(% of one siz(‘ of 
ittt(‘rva.l, showiti^ that. lher<3 was an av(»ra.;;’(* varyinjuj’ of 

<'ourse locally, of tlu3 s<n*t. of distaiua? it \va,s to the* * iu‘xt/ door' note. 
We stM^, li(iw<wer, that in S(‘a.le is this distance unifonn. ^Flu* 
scale is ccmKaavtHl ^ diaioiideally that is to say, mixing* up large atul 
small intervals. This throws light incidentally on a statenumt of 
Arislc^xtaiuH that * it is impossible to Itear tlrroc! next door notes in 
Huceession *.'■ 

Hus interest of ibis table (umtres in thet basic intervals (Fotirtb, 
Fifth, &(%) and t.he way tlu^y an^ tilled up. So far as this small 
list may la* <*onHid(*red to be repreH(*nt.ative, we find in it tlu^ larg(*st 
grtjup has(H! on th(3 Fourth, tin* next larg<‘Ht on (lus Fmirth and 
Fift h t<»gelh(‘r. 'This eorrohorates the etmelusioiis from (In* l<\dk- 
songH given al>ove. Hut mon^ inter(*sting is tin* appi'arauee of the 
Triiout* as a base, and of tlu3 variotis approximat.iouH to it. There 
was a fairly largi* tmmla*!* of songs whi<*h i*mpIoy<‘d this iut(*rval 
in (djapters 1 anti H; ho that it must he’ (akeii as an important 
fat* tor (if seale. 

* Hin fnr I-Ih'ih m ' (tiimn). Oxvmirt VAntiquW^ 

v«l. t, p, *JH5j thiiik« that th«^r<’ is a tiuj<«* <4’ t^xnas^^mtioo in thin wl^nttancuit j but 
it in poumlbtn to bulii.vti tlati Ari«tux»ium naumt what ha wahl. He always aub- 
aaribiw tet tit# inanicaU nat th«i madUhticul vi«w, luttl bin ww<1h tm«t bo takoa to 
mioiii not that iko lahai mnaot think tbeao intorval# in tho abstract, bat that 
ibii v«4«o will laU, «liig thorn in tho nunorotn; that they aro what wo uhoald 
call *iinvo€»ar. Thi« may b« obaorvotl whoiiovor a village ohoir wreitlo# with 
thrim or four »i*mitom» in auijctwioin 
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Also, in no case (until the last four cxami-lcs, wln-rc ilio so.-ilo i- 
thoroughly established) is the basic, interval lilbs! ui ni cxa.-tlyjhc 
same way. There are signs, indeed (t'siteeially in Nos. 1, .5, / , K. 

9, and 12), that the process was to supplement a chosen melodic 
interval by a residue. In No. 1, for instance, the g.-ncral sclicmc 
involves large semitones (5, 5, .*)). Hut the tetrachord begins with 
a quarter-tone (2), and to this there is a residue in a larger quarter- 
tone (3). 

There are also signs ol: a practice in taniiliar t*i 

sharpening the higher mtervals. In No. 7 tiu* scnulonrs larger 
as they ascend; in No. 13 the tones. In Nos. H and iho ortuve 
is sharp; in Nos. 16, 17, 18 the eighth note is ettnsulenildy sharp on 
the octave. In No. 10 the octave is the llrsi hurinonie. I n nn olht*r 
case is the octave true. This shows that the otdavt^ wuh not eon* 
sidered a basic interval in the sense in wlueh tin* Fourth, 'rritone, and 
Fifth were; and this again accords with what we timl in Uie Hongn, 

There is no accounting for this Tritone ; it mu^-t he m 

a fact,^ It may have been arrived at l)y a series (d Tt»neH, m 
Nos. 9-12 would seem to suggest; or it may In* the renuli of a 
shift of tonic — e. g. B -E becoming O .F, with a remdtant interval 
13-F — in support of which view some argnmtuds will he uddueed 
later. But in any case it is a fimdamental fact of Indian 
The Carnatic system classifies the RihjamH int(» those whieh einpioy 
the Fourth and those which employ the I'riUme as laisii* inh^rval 
{^iulilkamadh^awa and Vraihuulhymnii)^ and it« will be stam that* the 
same principle underlies the /%# of IlindoHttut. It might he 
supposed that FJf (in C 'Fff G) was felt m a leading note to G 
merely, were it not that it is used in many Jidffn with oliviouH 
pleasure in descent also; and we must coticludo that Intlianw vitine 
the Tritone for its own sake. 

We turn now to the theory. There are in all aland, thret* 
Sanskrit musical works which may be dated witli varying 
of confidence; they are, with the exception of half a du'/eu (tniirkrd 
with an asterisk), as yet unpublished, and the MSS, are «eatk?r<Hl 

1 Pianoforte timers have found by experionoo that tho KuKlinh puhii^ 
to have the upper octaves tuned sharp, uh being more brilliaitt. 'the rim in 
pitch since HandePs time is said to be due to the liosiro to soisun* grwitio 
brilliance by tuning brass instruments hluirpcr than aorinal 

* Cp. the Kanwar^s tuning on jl 31, and the progression of the baim In 
and Stravinsky. 
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about in various Indian and a few European libraries. A list^ 
exiraeted frotn Aufrechi’s and other catalogues, is here given, in 
ease it should be of use to future students of tluj sul)jeet: 


List or Sanskrit Authorities 


nth, 

Niiiyatotra'^ . . 


HanK’i iaratn akara*** 
HangltopaiUHluul . 
HfUigit.t»|iaiUHhadHara 
KjtHikapriyfi . . 

HangUunUtnaiihil, . 
Haij'O^^u'iija . . . 

Sangi t urn (.iiakai'jit lUa' 
SangUuHara . . . 
Arrn»<iasanjivana , 
16'tgainala , . . 

iS va rai n< • 1 ak :U juu d I u 
Sangikirai uaknra . 
Narf.jinauirnnya . 
Hugiuiuuijnn . . 

< !ighni)»i»<lhijiinamninn 
J^adiagiu'nrulrodaya 
HugatiuUa . . , 

iSangi ( a vp ia raitiUkar 
KagavitioUha* . * 
llftlaynprakaila . 
HiutgttaniipHukuMiL 
Hangitiidarimt.m'*' * 
HangltelirnMtoigruha' 
BfUiglOOdtUnkara , 
AnU|mHuugUaviUi'4a 
MnrnlipniUaHa. . 
NaHt<MldiH!.a|iii'nl>h<><luka- 
ilhrattpiulalaka 
SaitgUaiunkaranda 
HuagUatlatuotlara . 
SaugUauurayjuni . 
Hangitaiirtraynpa . 
HaitgitapnrijaiJi'*' . 
♦SaugituManlmfitii, , 


Author, 


la 


Bharaia 


Sarngadova . 
Sadhakalasa 


Date. 

FifHti Hovou <u»ni,uri<^H of 
otir ora ; ihoro in a 
nlight. prohabi 1 iiy that 
ii belongs to th<» Into 
Ol h cont. 

lL»U)»de47. 

um. 


Hana KnnibhnUarna Mahi- oirc. MbO. 
luoiKlra 


Kallinatha . . . 

lint ill 4iyuka tV) 

Mmiaiiapnladova . 
KMlioinakarnji . 
’rimaniatya . . . 

UUatturaka . . . 


Pai.idartkavi^tala 


Homanlltha 

il|*dayaiiarAyny,»a . . . 
Hhitvabh]4|.a . . . . 

Daugnlara Mi^ra . . , 

Ua^jaU J agajjyoiinnalla 


BUavabhuHa 


yoda 

Subbankara. . . . 

i’urUHhottama Minbra 
Nurilyana<lova . . 

Ahobala Huadit . . 
Ibljah '1‘ulajl . . . 


i>ir»o (or ibrd)). 

Iboo, or oarlior. 
lb:‘S. 

Ib70. 


VSonouil halfof UUhenat . 


l(H)i), 

Early 17th coni, 
olro. 

15«0'4«47. 
oirc. lt»r>0. 


circ. IGHO. 


Kn<I of 17l h coat. 
Boforo 1700, 

ITIUI, or Indoro. 
Bof(»ro 1705. 

ISih coat, 
oiro. 1770. 


eatalogut*H eontain nd'erenees also to thirty-eight more ol 
wlueli tlie author and the lo<*ah» of i.h(‘ MS., btii not the <late, is 
knmva ; fourham of whudi the antlnu* only is known ; and sttventeen 
of wliieh the locale of the MS. only is known. Total 105, The 
twenty-eightli mlkt/ih/a tif Bharata whicli is eoiUHTned with musitJ 
(the HubjiHdi of the work being t he drama) has been translated into 
Fretndi by Jean (IrosHet. Mr, Clements's lulrmluduni to Studf 
tif Imlmn 1913, gives extracts from Bliarataand SSrBgadova, 
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The Mgaviiodha of Somanatha is in course of translation in the 
India^i Musical Journal j Mysore, 

It will not be possible to speak with confidence about Indian 
theory until all the important books have been adequately translated. 
What is here said is taken from Grrosset^s translation of Bharata. 

We begin with the explanation of a few technical terms. 

Gmma^ lit. tillage’, as opposed to jungle (aran?/a), means a 
civilized as opposed to an unsophisticated scale.^ The name has been 
applied specifically only to three scales — the Sa-grania^ our major 
with a sharpened Sixth, the Ma-grama^ our major C-c, but intended 
presumably to be used as an F-f scale with a sharpened Sixth, and 
the Ga-grdma, possibly intermediate between these two, long obsolete. 

TMt^ lit. ^ array is used in Hindustan for the setting of the frets 
of a string instrument (especially the satdr or mrbakar) for the 
purpose of playing in a given mode. But, as one setting will do 
for several modes, TMt^ which takes the name of one typical mode— 
e.g. Bhairavl Thdty or Kdfl That — has a classifying sense. The 
South Indian term for this classifieatory sense is Melakarta, lit. 
^ group maker because it groups together several lldganis ; though 
it does not seem to be applied to ‘ setting and, indeed, I never met 
with a Satdr in the south. 

Murcliana (Sanskrit), murchJmia (Hindostani), from a root murchy 
‘ to increase \ means primarily the ^ swelling of sound ^ and seems to 
have been applied originally to high and low pitch and to have meant 
the rise and fall of the voice in song. Then it came to have the 
technical sense of (1) a rise and fall from and to a particular note 
of a specific scale, and in this sense is accurately translated by 
^mode^ (It may be worth mentioning that the murchanas are 
always given as a descending series.) But since the note on which 
they started was the most important and was generally ornamented 
with a grace note, murchhana has come to mean (2) grace note as 
applied to a particular Rag, When grace is otherwise applied, i. e. 
not to single out the predominant note of a Edg^ it has either the 
general name Gamak or the particular names Mmd or GhasU, These 
are treated of in a later chapter. In the old sense of the word the 
^mode*’ consisted of seven notes, i.e. two tetrachords, so that 

1 The usual explanation is that the notes are arranged in a scale as mankind 
are in a village, which gives rather a poor sense. 
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murcAana may (3) be held also to translate the Greek liarmonid 
(heptachord). 

Rdga^ from a root rahj, ^ to he dyed^ to glow \ means ^ colour ; 
hence colour of mind, i. e. emotion. Its European analogue will 
therefore be whatever gives colour to a piece of music ; and since 
this may be according to circumstances melody, harmony, counter- 
point, or instrumentation, but most of all harmony, we have no real 
equivalent for a word which applies technically only to melody. 
Rag a is connected with RaTcti^ ^ affection \ Rag a is Sanskrit, and 
is used in this book when the general sense is intended; Bag is 
North Indian, and Rdgam South Indian. The same is the case for 
Tdla^ Tdl^ and Tcilam (time). Its usual translation is ^ melody-type \ 
or ^ melody-mould or even ^tune’. If it must be translated, perhaps 
^Mood*^ would convey as much as is compressible into one word. 
Its definition is rather long, and will not mean much until the 
chapter on Rdga has been read: — An arbitrary series of notes 
characterized as far as possible as individuals, by proximity to or 
remoteness from the note which marks the temtura, by a special 
order in which they are usually taken, by the frequency or the 
reverse with which they occur, by grace or the absence of it, and 
by relation to a tonic usually reinforced by a drone. Although 
Indians never confuse the masculine Rag with the feminine Rdgim ^ 
the attributes of these are indistinguishable. 

Sajitaha^ a ^ set of seven takes the place of our word ^ octave ^ ; 
the saptaka contains seven svaras, i. e. not notes, but intervals 
between them; and all Indian notations assume three mjptahas^ 
a higher {tdra), middle {madJiya), and lower [mandra)^ arrived at as 
the average compass of the human voice (in their art songs). 

Svaray from root ^ hear is also a degree of the scale, or a dia- 
tonic note. It may be natural (guddlia) or chromatic {vikrta). 
^ Natural means not a ‘ white ^ note, but ^ proper to the scale 
whatever the scale may be. Vikrta notes are sharp (tlvra) or flat 
komala), very sharp {gtiUvra) or very flat {gtikomald), F is the 

only note which is sharpened, and it has three degrees of sharpness 

t # if . 

— F (ma Mvra), FJf (ma tlvratar)^ FJf (ma Uvratam).^ F being 

1 ‘ Bag ’ means strictly one of the Six Original Bags ; all others are considered 
to be descendants of these, and are called B&ginls. 

2 -tar and -tarn are the G-reek -teros and the Latin -timus (e.g. finitimus, 
optimus, &c.). 
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rarely used the names are more often moved on one place, so 
that FJ is ma tlvra and Fjf ma tlvratar. Three degrees of flat- 
tening are sometimes wanted for D, A, B : Db is Ri atihomaly 
b 

Db Ri komaly and D is sometimes called Ri maclliya (middle) 
Tlvra and komal are, literally, ^ strong^ and ^ tender ^ Divine 
attributes are assigned to all the Bvara§. Their full names are — 
C, ^aclja-y D, rMka; E, gandliaTa\ F, madhyamay G, jpahcama', 
A, dkaivatdy B, ni^dda- and their abbreviations Sa^ Ri, Ga, Ma, 
Pay PTia, NL In South India Db, D, DJf are called Ra, Ri, Ru (as 
the Tonic Sol-fa system names them Ray Ray y and Re) and the othei’s 
analogously. In old music the %vara names the interval ; when it 
names the note it names the note above the interval; thus, Ga 
means the interval E-F, and in old books the note F, in modern 
parlance the note E. 

&rutiy from root iniy ^hear*', is the (smallest) ^audible sound’. 
Like the ^ara it names both the interval and the note. The twenty- 
two irutie have special names, and specific attributions of divine 
qualities lie no doubt concealed in these. The first of them, i. e. 

C-Db, is called Tlvra (sharp) ; the other names are obscure. 

Vddly mmvddly amcvadl, vivddl (translated ^ sonant \ ^ consonant 
^assonant’, 'dissonant^) are survivals of a theory of consonance 
{samvdditva) now forgotten. Saimddl definitely means the con- 
sonance of Fourth or Fifth, as we should say ^ Perfect consonance 
Tddl is the note to which it is so related. Vivddl is applied by 
Bharata tx) the Semitone, He speaks (verse 24) of notes being 
vivddl to one another when they are at the distance of twenty iriitls. 
This is the same thing as two ^ruth (22--20), which reading actually 
appears in another manuscript. Anuvddl is the name for ^ all other 
relations which are not vddly sar/ivddly and vivddl^. These three 
relationships belong to the tetrachord, and presumably a^mvddl does 
too. Current tradition makes anuvddl the major Third. But 
Bharata says ^all other’ {^eeka)y as if more than one relationship 
was a?mvddl. If it is possible to suppose that in the term anuvddl 
he included the major and minor Tone (which together make up 
the major Third) all the determining elements of Bharata’s scale 
(see below) would be accounted for. 

In discussing the scale {grama) the first difficulty which confronts 
1 * Intermediate ' between Tti iuddha and Ri komal, D and Db. 
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ns lies in the double meaning of 8mra^ ^note’ and interval' J 
Does the Sa^grdma, for instance, begin with the Sa-interval, or on 
the S-note ? In the former case it will begin on what we should 
call C (the Indian N), in the latter on our D (the Indian S). 
Bharata gives some colour to the latter view in verse 25, where he 
says the arrangement of the in the Sa-grdma is 3, 2, 4, 4, 3, 
2, 4 — i. e. that they begin with the smra Ri, which is of three 
and therefore on the S-note (our D). 

But if we reflect that the scale is always spoken of as a " set of 
seven ^ (sc. intervals), whereas it consists actually of eight notes, 
that these seven are always given as beginning with Sa, and that 
a scale so taken (from N-note or Sa-interval) satisfies the demands 
of the practice (in Chapters I and II), we shall not be disposed to 
attach too much importance to this obiter dictum of verse 25, even 
supposing that were the only way in which it could be interpreted. 
We assume, therefore, that the Sa-grdma begins with the Sa-interval, 
on the N-note (our C). 

But there is a second difficulty, which Mr. Clementses recent book 
raises. Was the grama a scale beginning on a definite note at all, 
or was it not rather a gamut, a continuous series, which might be 
started at any point, but which differed from some other grdma by 
having one place where the series diverged? But there is the 
difficulty of the names. Why were they called Sa-grdma^ Ma-grdma, 
unless they had some obvious connexion with Sa and Ma? And 
what could that connexion be except that they began there ? The 
distinction between grdma (scale) and m.ure7iana (mode) may well be, 
essentially, that between genos and Jiarmonid (scale and mode), only 
that the Indian grdma did and the Greek genos did not begin on 
a particular note. 

In assigning the irutis thus, for the Sa-grdma, 

Sa Ri Ga Ma Pa Dha Ni 

4 3 2 4 4 3 2 

Indian theory is indicating the relative sizes of the major Tone (4), 
the minor Tone (3), and the Semitone (2) with accuracy sufficient 
for its purpose. . Complete accuracy would demand 4-08, 3*64, and 

^ Bharata speaks of two svaras (notes) being samvadl when they are nine bruits 
(a Fourth) or thirteen bruits (a Fifth) apart. Again, he speaks of Sa (one of the 
sisaras) as ‘ of ’ four ^rutis, meaning the interval from the note N to the note S. 
[Sa is hereinafter used for the interval, S for the note.] 
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2*24 respectively*^ The Ma-grdma is formed from this by the 
interchange of the 6'r2i25i-values of Pa and Dha; ‘'Dha takes one 
kuti from Pa ^ — thus : 

. Sa Ei Ga Ma Pa Dha Ni 

Mi^grama 4 3 2 4 3 4 2 

But the Ma-grdma is so called^ we must think, because it begins on 
the note Ma. Hence the scale intended is : 

Ma Pa Dha Ni Sa Ei Ga 

4 3 4 2 4 3 2 

But there is a third scale, the Ga-grama^ which is not mentioned 
by Bharata. It is said by Sarngadeva to have ^ retired to Indra- 
loka^ (heaven). In spite of this, however, he knows how it was 
formed. 


When (a) Ga takes one Sruii from Ei and one from Ma, 

(&) Dha takes one Sruii from Pa, 

(c) Ni takes one iruti from Dha and one from Sa, 
then this arrangement is what Narada tangkt us as the Ga^grdma, 


The process is as follows : 


Sa 

Sa-grdma 4 
{a) 4 
{h) 4 
(P) 3 


Ga-grdma 
leginning 
on Ga 


4 


Ei Ga 
3 2 

2 4 

2 4 

2 4 

3 3 


Ma 

4 

3 

3 

3 

3 


Pa Dha Ni 

4 3 2 

4 3 2 

3 4 2 

3 3 4 

4 3 2 


The three gramas^ put for comparison together, are : 
8a-grdma 4 3 2 4 4 3 2 

Ga-grdma 4 3 3 3 4 3 2 

Ma-grdma 4 3 4 2 4 3 2 


and the notes of which these are composed may be represented by : 

t 

Sa-grdma CDEPGABC 

Ga-grdma CDEPGABC 

Ma-grdma CDEPJfGABC 

^ That the numbers 4, 3, and 2 do represent these intervals is usually taken 
for granted. It appears to depend ultimately on the current tradition that 
anumdi means the major Third ; that is to say, that early theory recognized the 
major Third and not the Ditone, i. e. the major and minor Tone and not two 
major Tones. 
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la favour of this explanation^ which is in principle that adopted 
in Mr. Clementses book^ it may be said (1) that the Ga-grdma is thus 
made a true grama and differs from the Ma-grdma (as that did from the 
Sa-grdma) by the alteration of one ^ruti only ; and (2) the difference 
between the three gramas lies in the treatment of the F, and this is 
just the difference we were led to expect by the Folk-songs^ and still 
more by the flute tunings. 

Against it^ however^ it must be said (1) that this explanation is 
based on a solitary passage of a thirteenth-century writer, and that 
the scheme of the other two gramas^ given in full by a writer of the 
fifth century a.d., the principle of which can be traced to the fifth 
century b. c., makes no mention of a third grama’-, and (2) it is 
difficult to imagine so much prestige^ as belongs to the gdnclhdra 
scale attaching to a series of notes which makes the principal 
interval (the Fourth) break the law of consonance by consisting of 
ten ^rutis instead of nine. The Ga-grdma must, one would think, 
have been some series of notes which is as fundamental a part of 
Indian music as the other two grdmas are. 

•But the directions of the Ratndkara may be taken in another way. 
The Ga^grdma may be intended there to be derived not from the 
Sa-grdma, but from the Ma-grdma. Thus : 

Ma-grdma 4 3 2 4 3 4 2 

(a) 4 2 4 3 3 4 2 

(5) 4 2 4 3 2 5 2 

(6*) 3 2 4 3 2 4 4 

jf . . 

This is the scale ABCDEFGA, which is open also to the 

t 

objection of having the Fifth A-E consisting of twelve instead of 
thirteen smtis. But in an early, i. e. a vocal, scale the Fifth is not 
nearly so important as the Fourth ; and that is perfect (3 -F 2 + 4 = 
9). We notice also that, though derived here from the Ma-grdma, it 
is a mode of the Sa-grdma (and not a distinct grdma), and with that 
we leave it for further discussion in Chapter X. 

1 The Earimmia (fourth century a.d.) speaks with enthusiasm of music com- 
posed in the agandhdragramaraga^ *the scale which comes down to gandhara," i.e. 
which, if taken upwards, begins on Ga. The Mahabharata speaks of * the sweet 
Gdfidhdra^ and this implies a mode or scale, since no note is sweeter than 
another until it has a context. 
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The A of the Sa-pmm and Ma^gnma differed from A by the 

Comma of Didymns ~ ~ Cents). Bharata calls 

this comma the ^indicative’ {pramdna) kuiu He uses it for the 
tuning of the vmd. 

Take two mnmy he says, alike in all respects, and tune them 
both in the Sa-grama, On one of them diminish Pa [i. e. lower the 

note P so as to form our AQ instead of A] by this prmndm ,srnti^ 
but in such a way that the Pa of the Sa-grama can bo put back 
again. This is the diminution of one By a second dimi- 

nution Ga [on one becomes Ki [on the other], and, similarly, 
M becomes Dha. [The second then, is the difference between 
the prawmia and the Semitone, and the i^rntu were therefon^ 
not equal in size.] By a third diminution D and B. of one rim 
coincide with P and S of the other ; and by a fourth diminution 
P, M, and S coincide with M, G, and IN’. This scheme shows 
the twenty- two of the two gramas. 

The only thing this establishes is that the ^rnfdff were not equal in 
size. They are of three sizes : (1) the difference between the major 
and minor Tone, the pramdna twenty-two Cents; (2) the 

difference between the minor Tone and the Semitone, seventy 
Cents; and (3) the difference between the Semitone and the pra- 
nidna ^ndi, ninety Cents. He does not tell us in what order those 
diminutions are to he made ; and if we took him literally, and made 
them su(3cessively downwards from each note we should get quite 
a wrong idea of his scale. 

What that scale is we discover from his account of the jdiis. 
There are seven modes {^mrcJimid) of each of the two grdmm, i. e. 
fourteen in all; but only seven of these fourteen are in practical 
use under the name oi jails, species. In the following table each 
mode is given as from a common tonic. The constituent units of 
the Sa-grdma (43 2 443 2) are successively added, and each 
murcJiana begins on a different one of these notes. The same is done 
for the Ma-grdma, giving another set of mvm murc/ianas, each of 
which differs in one note, and only one, from some mode of the 
Sa-grdma, 


Bharata^s Murchams and Jdtls. 
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We will now digress for a moment to record an important date 
in this connexion. 

The scheme as a whole is much earlier than Bharata. The 
theory of consonance {sanivdditva)^ or at least the terminology 
which that theory uses {eamvdfl/i, amivdcU^ vivadt), is alluded to in 
the Mahdhhdrata (14^ 14^ 19). The date of the Mahdbhdrata is 
generally considered to be 400 b. C.-200 a. d., and the fourteenth is 
a late book. The author gives as the ^ ten elements of sound ’ the 
seven notes of the scale (Sa^ Ri^ Ga, &c.), and three others, ista, 
anida, and sam/iata (lit. ‘ agreeable \ ^ disagreeable and ^ struck to- 
gether ’), These last are described as ^classificatory^ (pravibM^avd?i) ; 
and it is tempting, therefore, to see in them the terms ^ assonant ^ 

^ dissonant ’, and ^ consonant ^ with which we are familiar. 

But a much more important passage is to be found in the 
’RkpratUdklya^ which is probably not later than 400 B. c. It is 
there said that there are twenty-one notes in all, seven for each voice 
register {dlidna) — ^the lower [mandra), the middle (madh/a)^ and the 
upper {Mama)} These seven notes (of the octave, or of course 
twenty-one of the three octaves of the gamut) are described as twins 
{yamu). ^Each twin is separated from its fellow by such a small 
distinction that from one point of view the difference is hardly 
perceptible; yet, from another, the two are distinct things.^ The 
metaphor of ^ twins ^ describes so accurately the pairs of scales we 
have been discussing, which are identical in six notes and differ 
in the seventh by an almost imperceptible interval, and puts the 
finger so unerringly upon the salient point of the system, that there 
can be little doubt as to the reference. This highly elaborate 
system may, then, be dated back beyond the time of Aristoxenus, 
to the fifth century b. c., and, like his, points to a long antecedent 
period of development.^ 

It appears from the table of murcliam^ that all the twenty-two 
irutis except the first and twenty-first are accounted for. These 
two are inserted, by analogy, in the next diagram in square brackets 
as consonant notes from the eighth and tenth imtu respectively. 
If we take account of the jdiu only, we find that these two, the 
eighth and the tenth, are not in use ; they are accordingly placed in 

^ The modern name for the upper register is iCvra, 

^ See Weber’s Indische StudUn, the eighth volume of the Beitrdge fur die Kunde 
des indischm AUertumSj pp. 262 and 271. 
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round brackets. No. 11 is arrived at in two ways, with different 
results. 

In the following diagram column I gives the constituent elements 
of each note in terms of the major Tone {a = f), the minor Tone 
{h = -3^), and the Semitone {c = ^f). Columns IV and V give 
the representative fractions, distributed into ^ quintal ' (those derived 
from the Fifth (|) alone), and ^tertian ^ (those derived jointly from 
the Fifth and the Third (f)). Column II gives the equivalent of 
these in cents, ^ and Column III their differences (or, speaking 


^ Cents are a set of slightly modified logarithms of fractional ratios between 
1 and 2, and represent musical intervals within the compass of an octave (f ) 
correct to the hundredth part of a semitone. The system is explained in 
Appendix XX of the second edition of Ellis’s Translation of Helmholtz’s Sensations 
of Tone, (This appendix is not in the first edition.) 

For the following statement of the theory, and of practical rules for finding 
cents, the writer is indebted to the kindness of Mr. T. B. W. Spencer, of 
Wellington College : 

The number of cents corresponding to any musical interval must satisfy two 
conditions, namely, that the addition and subtraction of cents should correspond 
to the product and quotient of the intervals they represent j and also that 1200 
cents should correspond to the interval f , that is the interval between a note 
and its octave. 

The first condition is satisfied by representing any interval by its logarithm 
to any base ; the second, by multiplying these logarithms by some factor. 

Using common logarithms, the logarithm of f is .8010300. As the number 
of cents corresponding to this interval is 1200, the factor that the logarithms 

must be multiplied by is is by 3986. 

The rule, then, to find the number of cents corresponding to any interval is 
as follows : Find the common logarithm of the ratio, and multiply the result 
by 3986. 

Example. If the ratio is |, the logarithm of f is .0511526. Multiply this by 
3986, and the result is 204 to the nearest whole number. 

The above is the only accurate rule, but as it is intelligible only to those who 
are acquainted with logarithms, we proceed to obtain a rule for calculating 
cents by means of elementary arithmetic. 

The common logarithm of any fraction is given by the formula 


log^=2x-43429 

n ( m + n 3 \w + w/ 5 \w + «/ ) 

which is proved in every hook on Higher Algebra. The number of cents is 3986 

times this expression, that is, number of cents corresponding to — is 


1 


^m — n\ 

3 1 


! m + n 

^8' 

<m + n) 


\m + n) ’** |i 


that is, 3462 x + 

m + n 


1154 X + 692 

\w+n/ \m+nJ 


I 2 
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in ratios, their quotients). Columns VI and VII are adjust- 
ments proposed by Mr. Clements on the strength of observations 
taken by Mr. Deval of Poona on a dichord : bis two tertian intervals 
are a Fourth apart, and his two septimal, a Fifth. [Septimal inter- 
vals are derived from the septimal seventh ; | = 969 cents.] 


If we take ^ less than is less than i and 692 is loss than 

•04; therefore this term and all those after it may be neglected. Also 

1154 X is less than 1154 x , that is, less than 8-4 ; hence to the nearest 

\m + n/ 

whole number this term is either 0, 1, 2, or 3. 

m 

It is therefore simpler to calculate the number of cents, corresponding to — , 

from the formula 3462 x ^ and add 1, 2, or 8 as required. 
m + n 

ITo simple rule can be given which will always give the correct result. The 
following, although slightly more complicated than that given by Ellis in his 
article on * The musical scales of various nations* in the Journal of the Society of 
Arts for March 27, 1885, has the advantage of being more accurate. 

(a) If the ratio is less than f, multiply 3462 by the difference of the numerator 
and denominator, and divide by their sum, obtaining the quotient to the nearest 
whole number. If this quotient is 

over 262 add 1, 

„ 378 ,, 2, 

„ 448 „ 8. 

(h) If the ratio is greater than f and less than §, multiply the larger number 
by 3 and the smaller by 4 and proceed as before, and finally add 498 to the 
result. 

(c) If the ratio exceeds f , multiply the larger number by 2 and the smaller by 
3 and proceed as in (a), and add 702 to the result. 

Examples : 

(a) The ratio is Multiply 8462 by 1 and divide by 19. Kesult, 182. 

(&) The ratio is f |. Multiply 46 by 3 and 32 by 4, giving , difference 7, 
sum 263. Then 3462 x 7 


263 


= 92. 


Add 498 and the result (in cents) is 590. 

(c) The ratio is J. Multiply 7 by 2 and 4 by 3, giving i.e. |. Then 

3462 

IT 

Since 266 is more than 262, add 1 as well as 702. The result is 
266 + 1 + 702 = 969, 


the cents required. 



1^1. [samvaai to fio. 5j Liiiuj l oo.J ••• hud 6uu;iou 

(tertian) 

(20. Sa + 2&-Fc 1088 ... 15:8 

19. 3a-td^2c 1018 ... 9:5 
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It may be noticed that since the Ma-grama (43^^^ 
identical with our major scale^ can be treated in iylx^ 
would have been open to Europeans to divide the 


into twenty parts. Having a different object 


XXX 


\ri 


preferred to do two things. Eirst^ we have 
tieal intervals; that is^ we have made one note 
Thus, Eb is 204 + 11^ = 316, and Bjf is 386 — 
we have made 316 do duty for both notes. Axid. 
we wished to have all the relations of the successive ixot 
the same, on whatever note the key began, we b.Sb'V'O 
that is, we have made the major Tone, minor Toxie^ ^ 
expressible in terms of each other by adopting a coixxp^^ 
204, 182, and 112 have been altered to 200, 200, 
these particular intervals the falsity of intonation <3oos 
matter; but since it involves reducing the Fifth, 7^0 
increasing the major Third,"^ 386, to 400, the 
instruments and in certain connexions is very apparexit? 
purists who regret this, and others who do not appx*ecis 
for it — that we have an ample compensation ixx JESEsuir. 
it alone makes possible. If India were ever to adopt; 
would be driven eventually to the same or a similabir c 
is not, permanently, any half-way house.^ 

Bharata’s is the North Indian theory of gmTTzcty tih 
have seen, it touches the South Indian theory also ixx o 
division of B.dga into two classes, those which have 'fch< 
the Tritone respectively for basic interval. But in otih 
South Indian theory diverges. 

First, the Carnatic system ^merges’; it recognizes 
two, but only sixteen nominal and twelve real sxxl 3 -<ii*\ 
scale ; 


C 

B 

k% Bb 
ABbb 
Ab 


MonEBi^ Cahi^atic Scale. 
Sa (suddha) 


Dha shatsruti 
Dha catuhsruti 
Dha suddha 


Ni kakali 
Ni kai£ki 
Ni suddtta. 


^ The ear perceives these relations immediately, but tixose 
mediately. 

^ See Appendix. 
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Gr Pa (suddha) 

rj}l Prati-madhyama 

P Suddha-madhyama 

E Ga sadharana 

DJf Eb Pi shatsruti Ga antara 

D Eb? Pi eatuhsruti Ga suddha 

Db Pi ^Tiddlia 

C Sa (suddha) 

N.B. Buddha, natural, normal. 

Catuhsruti, of four irutis, 

Shatsruti, of six irutis. 

Antara, interval. 

Sadharana, twilight. 

Prati-, mock-, counter-. 

Paisiki, hair’s-breadth. 

Kakali, low, quiet. 

The Hindostani system ran : 

^rutis 4 5 6 7 

D m E17 e 

204 294 316 886 

The Carnatic system^ by calling the DJf-Eb note shaUniti^ 
(^h-4ruti)^ selects the 316 rather than the 294. 

The second point which is peculiar to the Carnatic, or Dravidian, 
system is the designation iuddka as here applied. It will be seen 
that the kiddlia notes taken by themselves form the scale 

C Db D-F G Ab A-C 

whereby each tetrachord is filled by two semitones and a ^ residue ^ 
This is identical in form with the ancient Greek chromatic. Not 
only is this chromatic scale apparent in the nomenclature, but 
Rdgams in this mode (or scale) were once popular, though now 
somewhat neglected. In the scheme of Grdmardgas in the Rabid- 
kara and the 8varamela-kald7iidJil (both of the sixteenth century) 
the first on the list, by name Muklidn^ is in this scale, and is plenti- 
fully filled with RdgamSy showing that it was popular and was 

^ The nomenclature of this scale has a long history behind it, much of which 
will be found in Mr. Clements's book. Some of the names are transferred from 
the Hindostani system, e. g. Kakali^ Kai^ihi, Sadharana, Antara, where they had 
a precise meaning which they have here lost. 
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It maybe noticed that since the Ma-grdma (4324342)^ which is 
identical with our major scale, can be treated in the same way, it 
would have been open to Europeans to divide the octave similarly 
into twenty parts. Having* a different object in view we have 
preferred to do two things. First, we have merged^ nearly iden- 
tical intervals j that is, we have made one note do duty for two. 
Thus, Eb is 204 + 112 = 316, and is 386-112 = 274,* and 
we have made 316 do duty for both notes. And secondly, since 
we wished to have all the relations of the successive notes of the key 
the same, on whatever note the key began, we have ^ tempered ^ ; 
that is, we have made the major Tone, minor Tone, and Semitone 
expressible in terms of each other by adopting a compromise. Thus 
204, 182, and 112 have been altered to 200, 200, and 100. With 
these particular intervals the falsity of intonation does not seriously 
matter; but since it involves reducing the Fifth, 702, to 700, and 
increasing the major Third, 386, to 400, the falsity on some 
instruments and in certain connexions is very apparent. There are 
imrists who regret this, and others who do not appreciate the reason 
for it — that we have an ample compensation in Harmony, which 
it alone makes possible. If India were ever to adopt Harmony it 
would be driven eventually to the same or a similar device ; there 
is not, permanently, any half-way house.‘^ 

Bharata’s is the North Indian theory of grama, though, as we 
have seen, it touches the South Indian theory also in one point, the 
division of Bdga into two classes, those which have the Fourth and 
the Tritone respectively for basic interval. But in other points the 
South Indian theory diverges. 

First, the Carnatic system ^ merges ’ ; it recognizes not twenty- 
two, but only sixteen nominal and twelve real sub-divisions of the 
scale; 

Modeeit Caekatic Scale. 

C Sa (suddha) 

B Ni kakali 

AJf Bb Dha shatsruti Ni kaisiki 

A Bbb Dha catuhsruti Ni suddha 

Ab Dha suddha 

^ The ear perceives these relations immediately, but those of the Tone, &c., 
mediately. 

- See Appendix. 
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Pa (suddha) 

Prati-madhyama 
Suddha-madliyama 

Ga sadharana 

Ei shatsruti Ga antara 

Ei eatuhsmti Ga suddha 

Ei suddha 

Sa (stiddlia) 

N.B. Buddha, natural, normal. 

Catuhsruti, of four imtis. 

Shatsruti, of six Srutis. 

Antara, interval. 

Sadharana, twilight. 

Prati-, mock-, counter-. 

Kaisiki, hair’s-breadth. 

Kakali, low, quiet. 

The Hindostani system ran : 

Srutis 4 5 6 7 

D Eft Eft E 

204 294 316 886 

The Carnatic system, by calling the DJf-Eb note s/iaUruti^ 
selects the 316 rather than the 294. 

The second point which is peculiar to the Carnatic, or Dravidian, 
system is the designation mcldJia as here applied. It will be seen 
that the hcUJia notes taken by themselves form the scale 

C Db D-F G Ab A-C 

whereby each tetrachord is filled by two semitones and a ^ residue ^ 
This is identical in form with the ancient Greek chromatic. Not 
only is this chromatic scale apparent in the nomenclature, but 
Edgam in this mode (or scale) were once popular, though now 
somewhat neglected. In the scheme of Grdmardgas in the Eatnd- 
kara and the Svaramela-kaldJiidhl (both of the sixteenth century) 
the first on the list, by name Muklidr% is in this scale, and is plenti- 
fully filled with EdgamSy showing that it was popular and was 

^ The nomenclature of this scale has a long histoiy behind it, much of which 
will be found in Mr. Clements’s book. Some of the names are transferred from 
the Hindostani system, e. g. Kakali, Kai^iJci, Sadharana, Antara, where they had 
a precise meaning which they have here lost. 
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considered the natural one to put first i [Grdmardffa is an early 
name for melakarta.] Popular favour has now, however, been 
transferred to another scale, Mdya-Mdlavagaula : 

C Db-E E G Ab-B C 

It looks as if the second of these two scales had developed from the 
first by way of modal shift of tonic. These five notes 

Mayamalavagaula. 

Bx. 

183 . 


Miikharl. 

show the characteristic tetrachord of each chromatic scale. The 
two complete scales compare thus : 

Authentic Mayamalavagaula. 

Bx. 

184 <. 


Plagal Mukhari. 

This would sound too ingenious to be true were it not that a strictly 
analogous thing has happened with Greek music. The modern 
form of Greek chromatic is : 

C E P Gb A 

and the two^ ancient and modern^ complete scales are therefore 

Modern Greek (plagal)> 

Bx. 

185. 


Ancient Greek (authentic). 

The Carnatic scale has^ then^ a chromatic basis; and the Greeks 
held that the chromatic preceded the diatonic.® The latter we 
found in Hindostan taking shape in three, according to one explana- 
tion, but at any rate in two gramas which differed from each other 
by one irutiy precisely as the ^hard^ and ^soft"* varieties of the 
Greek diatonic differed by one diesis. Here we have analogues, 

^ It is still put first in the modern system under the fancy name of Kdnakangi 
(part of an elaborate memoria technica, see Mudaliar’s Oriental Music, p. 17), 

2 See the examples in Pachtikos, Aismata Hellenica, Athens, 1905, passim. 

® South Indians claim that the Dravidian system (that of the Carnatic) is 
older than the Hindostani. It may be remembered also that Tamil (the 
prevalent language of southern India) has the oldest datable literature of any 
Prakrit. 
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therefore, for two of the Greek genera. Wc may oven tnice the 
third genue, the enharmonic, in lldgK like Todi, MulUtni, and otlnn’K. 
The Greek enharmonic scale, expressed in h-utix, appears thus 



The scale of Todi is : 



They meet, like the old and new South Indian chromatic, scalos, 
in two overlapping tetrachords : 

(‘JrGd'k <'nIiarmonit*, 

r'"”" 



Tcdi .... 

h, 

Eb O' Ab Ab 0^ 

The Greeks called the three notes whi(?h are at^paraied hy one tHims 
{frnti) the cluster [pyhion)j and reco^j^ni'/t'd three forniH of te<,raehtn''d 
according as the lower note {harypt/hton), middle n<dn^ <ir 

upper note {oxi/pyhum)^ of the (duster was mud<i the ionic, i.<\ ilie 
terminal of tlie tctrachord. If this ever fornu'd a jiarl. of hulian 
theory, no trace of it has as ycit b(‘en dis<*ov(n*<*d ; but. ih(‘ fact is here 
— the (Ircxdc emharnnmuMvith the ban/pylawn ;md i luMUihunutauc 
iTc/rfiwith the oxijpyhnmi. .b^irtlier, Todi and its congi'acrs a in* n*al!y 
distinct from other because^, as luis b(‘cn tlu‘re is 

place for them in Bliarala/syti'/ov, wlu<*h <1(» not provide* for the first 
and twenty-first hndu winch Todi inv()lv(*H. Thi*y may IlicrcForc 
point to a different basici jirimdplc of scah^. 

It is not suggested that the three ijvnvro^ to Imrrow the term, urc 
confined respectively to different jmrtn of India, the en- 

harmonic seems to be opposed in primnple to the (?iirnat b* system. 

1 Tlioso notem arc given for the Hakt» of eltiarnoHM one <|uartor tunii higlior ilwa 
tlioy stand in Ex. 187. 

Aristoxeima did not rocognizci the latter two ; ho lield that tho puknm 
mast always be at the lower end of the tetraehord. 
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The diatonic is ubiquitous (though the sharp Sixth is not found in 
the South); and the chromatic is quite as popular in the North under 
the name of Bhairmt as it is in the Soutli as Mdj/amdlavaf/aula. 

Neither is there any suggestion that Greece borrowed from 
India, or vice versa; their musical systems; like their languages, 
were no doubt part of their common Aryan inheritance — with 
enough likeness and unlikeness to make the comparison convincing. 

We turn now to the other class of scale, the transilicnt, which 
proceeds by ^leap^ to the Eourth; with a bridge note. It miglit 
seem at first glance as if these were not very different from the 
chromatic scales, since in both there is as a rule a leap of a minor 
Third. But there is a great difference in the melodies winch 
embody them. A ^chromatic’ melody tends to centre in the 
cluster of semitones, and to treat the leap as an occasional excur- 
sion. A Hransilient^ melody moves more freely, and the leap is 
the most important material of the song. 

We found a hint in the Gurkha and Garhwali songs that these 
transilient scales had their home in the east of India. Althotigh 
they are to be found everywhere, they seem to be especial favourites 
in Bengal ; and the Bengali system especially insists on heptatonic 
{sampurna), hexatonie {sMdava), and pentatonic (odava) as a primary 
division of lidja^ whereas the other systems, while recognizing 
these, draw no special attention to them. Of these names there is 
something to be said about odava. It is always understood to mean 
^a set of five*’; but the word is neither Sanskrit nor Prakrit. 
What the connexion is, if any, with Audavi (an unlocated place- 
name) or the Odras (who inhabited Orissa = Odra-des/ia) or with 
odmpmlipa (the Chinese rose) must be left to others to determine. 
No Indian language owns odam^ and, if the name is foreign, the 
scale may have been imported. That it is foreign is further sug- 
gested by the form sMdava, ^ a set of six,^ formed on analogy, for 
which the proper Sanskrit would have been iilmlUaka, 

Indian theory, which is nothing if not complete, has names 
also for scales of fewer notes. Scales of one note, which seems 
a little Irish, are called Arcika (i. e. belonging to the Itigveda). 
This is curious since the Bk was by common consent chanted to 
three notes. Of two notes, Gdthika; GdUm were religious non- 
Vedic songs. Of three notes, Sdmika^ belonging to the Sdmaveda. 
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(Incidentally, the Smnan chant involved from five to seven imt.es.) 
Of foul’ notes, SvanhitctTa (= hiatus) ; tliis seems to Ik* a con- 
fession that the tabulation had broken down. Still, tin* lisf, as 
a whole may be read to mean that a small eom|‘.asH eminoies 
antiquity, as we found it connoted also remoteness of l(»ealii}*. No 
one doubts, either, that pentatonic scales pre<KHle, what, indeed may 
be considered ^spoiled’ forms of them, luvx, atonic and h(q>taioni(». 
They are, logically, older because they are innocent of ihe Sianitone, 
which comes into the scale only when the ear <!an apj)re(‘iate the 

major Third. = Semitone). Melodies in il]li^se scales 

have extraordinary strength and sweetness, but not much variidy. 

It remains to bring these different s<‘a.le formai ions into ndation 
with acoustical fact, on the one liand, an<l with musical fact, on 
the other. 

When primitive man — and he is to be heard in I^cudon sf n'cts 
as well as in Otahiti or in the ghieia-l (‘poch - dK^gins to arfic\ila.tc 
his upward whoop or downward wail, lu^ us(‘s his musical car \ It. 
is this car which, is in a low state (d‘ (h'velopmetit- wheu he * luscs 
his key^ or ^ sings out of tune\ What is it, th(*n» sing; in tune? 
It is to be able to hear, wUk a giv(m note, e(*rta.in otlier notes which 
are present in it at various pitches and intensitieM. ^1'he* note is 
known as the ^ fundamentar, and tin* S)th(n*^ notes as * npj)er 
partxals’: the latter diminish in intensity as tluy ris(* in pitch. 
Intensity of sound has not yet been measured, au<l tin* amount of 
average diminution is not known. The following series (miits 
octaves (as mere replicas), and hints at the jivtu'agtt dimination by 
time-values : 

■fi.' • 

i n n 7 a ii i tx 

The 2nd, 4th, 6th, 8th, lOih upp(*r partials anHunilhnl as duplicnfes. 
The Bb is g- tone flat, the E is ^ lone sliarp on nol(‘s of the Hjirne 
name which are derived from lower part.ials, and whieh therefor*' in 
(icrtain connexions have preiunltmee. Human pcavtuv of hearing 
vary a good deal, and still more t.he p<»wer of delining and naming 
what is heard; so that individuals and trilu^s may he elassifuHl 
according as their powers extend to the 3rd, 5tli, or even 7ih uppi'r 



124 


THE SCALE 


partial; there is no certain record of powers that have exceeded 
that. These upper partials are present on all sound-producers ; 
poorest on the tuning fork and flutCj richest in the human voice. 
But they are present in different intensities/ and this fact gives its 
^ character ’ to each sound-producer. 

But, secondly^ it seems to be a law of music (not of acoustics) that 
no tonal fact can be realized at all without its entering at once 
into all the relationships of which it is capable ; and we must now 
consider this series in another way : 

12 8 456789 10 

Each partial forms with its neighbour in the series an interval 
represented by a ^ super-particular ' ^ fraction, and these intervals 
are the ultimate facts of music. They immediately combine to form 
new intervals as quotients : thus, -f- that is, the power of 

hearing the Octave and Fifth carries with it the power to hear the 
Fourth as well. Further, | ^ ; that is, the hearing of the 

Fourth and Fifth involves the appreciation of the major Tone. 
This means that in order to discriminate the major Tone it is not 
necessary to have an ear fine enough to hear the 8th and 9th partials, 
which also give it (because they are partials of the 2nd and 3rd 
partials), but it can be apprehended directly as the ^difference’ 
between (strictly, quotient of) an Octave and two Fifths. 

The power of hearing up to the 3rd partial provides a scheme of 
notes which is known as ‘quintal*’ harmony; and since this is 
infinite, it would be possible to plot a scale in this harmony alone 
of twenty-two or any other desired number of degrees in the 
octave. But the relationships would begin soon, after the first 
half-dozen or so, to be remote and practically unintelligible. For 
instance, the obvious relationship of C to Bb is that Bb is a minor 
Third (316 cents) from G, and G is a Fifth (702) from C; total 
1018. It is possible in quintal harmony also 'to reach Bb from C, 

1 The 2nd partial is prominent in the flute, the 8rd in the clarinet, the 8rd 
and 5th in the human Toice, the 7th tn bells, the 11th in the trumpet. Piano- 
forte makers cause the hammer to strike the string at a place which eliminates 
the 7th, which is not wanted. 

^ Of the form 

a 
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but only by calculating upwards in major Tones (5 X 204 = 1020), 
and this process confuses the ear. It does not matter that 1020 is 
not the same as 1018 ; for the difference is only of a semitone, 
and it requires a good ear to distinguish even tenths of Semitones 
in an interval which, like C~E|;^, is derived, and not a matter of im- 
mediate perception like, for instance, C-G, or C~E. What matters is 
that the ear cannot make so elaborate a calculation as five successive 
major Tones — as, indeed, Aristoxenus, quoted above, suggested. 

The ear, therefore, takes by preference the intervals derived from 
the 5th partial, the major Third, which form ^ tertian^ harmony. 
As ^ quintal^ harmony was derived from the Octave and Fifth, so 
tertian harmony is derived from the Octave, Fifth, and Third ; and 
^ septimal ^ harmony, if it is ever used, is derived from these three 
and the 7th partial. In tertian harmony the series is again infinite, 
as indeed any of these series must be, since no basic interval is an 
exact power (or root) of another basic interval. But since there 
are three basic intervals instead of, as before, two, it is found 
by experience that a larger number of derived intervals, about 
eight, are easily intelligible in tertian harmony. We have no 
experience of septimal harmony, and it is impossible to say 
what intervals the ear would here accept. And this is important. 
With the acoustical material available, many and diverse scales 
might be constructed, and they would all look equally well — or 
ill — on paper. Whether Indians have modified the ancient Hindu 
theory of strictly quintal and tertian intervals by the introduction 
(due, Mr. Clements suggests, to Mohammedan influence) of sep- 
timal intervals, can only be established on evidence. If any people 
hears septimal intervals, the Indians and Greeks, with the fine ear 
which practised and the fine discrimination which recorded the 
niceties of the genera and the gramas, would have been among the 
first to do it ; but to establish the fact it requires, in the complete 
absence in their theoretical works of any hint that they did so, 
a broader basis of observation than is provided by the performance 
of a single singer. 

With regard to the transilient scales, I received from the melodies 
sung in them a strong impression that they were in just intonation 
—that a major and minor Tone made a major Third, that'the Sixth 
was just and not sharp. There is no reason, however, why tertian 
intervals (which this implies) should not have been accepted in 
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pentatonic scales later^ and yet the origin of these have lain origi- 
nally in pure quintal harmony. An argument may be found to 
support this. 

Quintal pentatonic scales are based on a series of five Fifths — 
say, C-G-D-A-E. Seducing these within the limits of an Octaves, 
and relating them to a common tonic, we get the following scheme 
for the five pentatonics : 



Cents. 

Ratios. 


Scale on 

‘ white ' notes, as from 




Ic 

G 

D 

A 

E 

c 

1200 

2 

0 

C 

C 

C 

C 

b 





b 

b 

b 

Bb 

996 

16:9 



Bb 

Bb 

Bb 

if 



# 





A 

906 

27:16 

A 

A 

... 

... 

• • • 

b 







b 

Ab 

792 

128 :81 

... 

... 


... 

Ab 

G 

702 

3:2 

G 

G 

G 

G 

... 

P 

498 

4:3 


P 

P 

P 

P 









E 

408 

81:64 

E 

* . . 

« . . 



b 






b* 

b‘ 

Eb 

294 

32:27 


... 


Eb 

Eb 

B 

204 

9:8 

I) 

1) 

I) 



C 

0 

1 

C 

C 

C 

0 

C 


The worst scales — the least euphonious, those which involve tlu^ 
more abstruse fractions — are those of C and E ; that of 1) is tlu^ 
best. This D scale 


b 



is the type, which goes under the name of Bdrang^ of a favourite 
form of pentatonic lidg. We saw also (p. 70) that there was a 
decided preference in the Garhwali songs for the A scale : 



A C I) E G A 


though not to the exclusion of the C and E scales.^ 

1 In the Journal of the English Folksong Sodeiy(yo\, xvi), Miss Gilchrist records 
her belief that the typical Scotch pentatonic is the G scale. A cursory glanctt 
at the first hundred or so in Petries collection suggests that the Irish favoxiritcs 
are the G and A scales. (A song may bo in a pentatonic scale although inor<» 
than five distinct notes are touched in it, if it lias only five substantive notes and 
the other one or two are used as passing notes.) 
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But the D and A scales (and G) arc the best of tlie five only if 
the intervals are taken as strictly quintal ; if tertian intervals Jirc* 
substituted^ i. e. if ^ merging*^ takes place, the five seah's an^effually 
^good’. If, therefore, these particular scales are found to }>e ihe 
favourites in a country, it is an argument that all the pcntatonies 
were in that country taken as strictly quintal, at any rate origi- 
nally, though tertian intervals may have crept in later. 

The huii enters into music as one of tlinx^ <l(*finite intervals. 
Just as there are three diatonic intervals {Hvarm)^ so th<u'e a, re thr(*<‘ 
enharmonic intervals i^ndu). The diatonic intervals \V(i hav(? s(*(*n 
to be 

Major Tone, J-, 4 
Minor Tone, , Z h'utk 
Semitone, 2 

and the enharmonic intervals arc su(*h intervals as (•orr(\‘^|)on(l Im 
a difference of one between the of th(‘ urara^i (or ar<* fh<^ 

various quotients of the fractions whi<‘h answer to those 
The numbers 4, 3, and 2 may b(j handled in three ways ho as to 
produce a difference of one ; thus : 

(<3i) 4 — 3 =. 1 HTuti 

I J = 22 cents. 

This is the * indicative^ the ^ Comma of Didymtis ^ 

(h) 3 — 2 =1 •^ruf/i 

= II = 70 cents (strictly, 70‘(>). 

This is the ^ small semitone \ 

(c) 3 + 2 — 4 = 1 fKndl 

= = 90 cents. 

This is the ^Pythagorean LirnTna\ 

But these intervals as svafii renniin tln^oretic^al. *^rhi*y are act ually 
sang only as increments of other larg<‘r inb^rvals. * There is no ease 
in any Itdf/ where two notes an^ S(‘parat.cd, for instaiu^e, by flu* 
Comma of Didymus. That intinwal r<‘preHeniH the tlilTcrenee 

between the two major^Sixths (A and 1 ), or bd we(<n the major and 

minor Tone (D and D). But both noi,<>H (A ami ?\, &<•.) do not 

^he same I^dff ; the contains the one or Uks other. 

1 'Ilotorotono^ would be a better name for MtU than the mml traiwkiiim 
‘microtonch 
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We may notice in passing that this principle extends to the 
n-aras also. A Rag, Pilu for instance, has an E and an Ej^ with 
a D and a P on either side of them ; but in a given passage either 
E or E[^ will occur, but not both as a rule. And the principle, 
though not so strictly carried out, may be traced with tones as 
well as semitones. It is not at all uncommon for a Rag, especially 
in southern India, to omit a note in ascent, but its next door 
neighbour in descent. Two notes, A and Bb-, being ^in^ the 
scale an ascending passage will employ by preference G A-C, 
a descending C Bb“Gr ; though quite possibly both notes will be 
used occasionally. The same thing is common enough in our own 
Folk-song : 




Here the salient notes are clearly C, P, and Bb,^ and it is interest- 
ing to see how the tetrachords C~F, F-Bb: are filled. In bars I and 
13 we have the equivalent of 


Bx. 

194 !. 

though both notes (D and E b) are present in ascent and descent in 
bars 2 and 3. In bar 7 occurs 




and in bars 9 and 11 



^ From the Journal of Om Folksong Society, vol. iii, p. 124, ITo. 40. 

The reader may wish to add G-. But * modes' are tetrachordal ; the tetra- 
chord hangs about them like the ‘ shame of the swaddling-clothes ' ; and the 
tetrachords are certainly not B-G-, G-C. 
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In these instances a non-modal writer would he more likely to have 
employed 

7 11 



and 



and he would probably have sharpened the P^s. The principle in, 
then, broadly that between two salient notes modal melody tends to 
employ only one of two alternatives, and, for choice, that alternative 
which is nearest to the note which is being* left, not to that wliich 
is being approached. 

It is difficult to show this convincingly with regard to flu* ; 
but it may be seen in the grace-notes which occur lik(^ ’ in 

many Indian melodics, i.c. they belong to the note whi<h is Ixung* 
quitted, not to that which is being approached : 



They are on the principle of the violinist's sli(h*. In pasKing from 
C to Gr he does not use all the intermediate noles, but only tin* 
first few : 

Hence comes no donbt the statonnmt that for Roui.hom India the 
quarter-tones are ‘confined to grace’ (Hay, p. 30). But that 

is not the usual acceptation of the word in the South, kniti tlien* 
means keynote. A singer has ‘ lost his Hrnti ’ when he KingK out of 
tune; the drone strings of the nml arc called the xmti, and ko on. 
This is clearly a transference of meaning from ‘a nice diHlincfion 
of pitch ’ to ' that which determines the j)ileh 

But in the North iruti has retainwl its original meaning, nici^ 
distinction of pitch. Thcro^ however, its nature has been sfunel itneH 
misapprehended. Stress has been laid on there being tw«'nty-<wo 
of them, and the scale has come to be regarded as aii oelave with 
twenty-two stopping places. Consequently theoretical musicians 
are to he found who are prepared to sing from to C, stopping at 
twenty-one places on the way. W(! have Re(!n that ibis is wrong 
artistically, because melodies rarely use two of and nev<»r 

three, in succession. But it is wrong scientifieully also. For tlio 
kuti did not arise as a division, equal or unequal, of the semitone. 
It has no independent existence. It is only a difforonco between 

1406 1 !^ 
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two intervals considerably larger than itself. Thus the A whicl 

we reach from C through D, and the A reached through F or I 
i 

differ by the interval A-A X f =§§) the ^ Comma of Didymus^ 


# A A 

A A A 



the ^ruti is not an independent interval, but an increment of, o 
a defalcation from, some larger one. We get in this a suggestioi 
which will reconcile the North and South Indian connotations o 
the word. A 4rtiti is not, as it has hitherto been understood to b€ 
the amalkst audible sound, but the accurately audible sound — tha 
which is ^ heard ^ in accurate relationship to some other. Thi 
position throws some doubt on Helmholtz^s ^ account of the Greel 
quarter-tone (following Plutarch as a division (|f x |^-) of th 
semitone (M)- It seems possible, at least, that as the Greek am 
Indian systems were alike in so many other respects, they wer 
alike also in deriving their ‘ enharmonic ^ tones from a persistenc 
in just intonation and a refusal to compromise, i. e. to temper. 

It is hard for Europeans to realize the state of things here de 
scribed ; but we have occasional glimpses of it. The major Sixtl: 



for instance, tends to be sung as a larger interval (since the B 
forced up by the harmony to be a major tone from A) than that i 
1 Sensations of Tone, English translation, 1875, p. 407. 

* Be Mitsica, chap. viii. He says the old players ‘ took the semitone as simp] 

i 

(A-Bb), not a compound interval (A A Bb). Later the semitone was divided. 
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■where the interval E~F{ is a minor tone. The first of these is^ in 

% 

factj what we have been speating of as the interval C-A, the 
second the interval C— A. The distinction between these two is 
also made use of in Sehuhert^s Ganymed for a particular effect : 


Ganymed. 


ScaancrBEHT. 





Here the harmonies of the third and fourth bars wrench the melody 

K a 
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up a major tone/ whereas the scale would demand in the third 
bar a minor tone ; so that for two whole bars — the words ^ s’trebt^s 
hinauf ! hinauf^ — the voice is travelling at a pitch a fraction highei 
than normal, and admirably illustrates the meaning of the text, 
while at ^es schweben^ it drops back (again owing to the har- 
monies) to normal pitch. 

This example shows also the other two kntk. The Comma oi 
Didymus and the Pythagorean Limma are correlatives ; the twc 
together make up the diatonic semitone (22 + 90=112). The lattei 
occurs, therefore, in the fifth bar of Ex. 205. The ^ small semitone 
appears also in the accompaniment of the next bar. The locni 
clamcuB for this interval is the Elizabethan madrigal, in whicl 
a minor Third is frequently, and with beautiful effect, substitutec 
for a major Third, as a deliberate ^ False Kelation ^ : 


Weelkes, 1598. 

Phil - lis hath sworn sho loves the man, 





r~T — 

1 


Phil - lis 

hath sworn, . . Phil 

- lis hath 


Phil - lis hath sworn 



: 



Phil - lis hath sworn she loves the man, 



or, by the reverse process, constitutes the peculiar charm of the 
^ Tierce de Picardie 

There are also other ^ hutk'" in European employ. (1) The 
difference between an Octave and three major Thirds (1200 — SSC 

^ 0, the sixth of the scale, is normally a minor tone from Bb, the fifth, Bu 
the basses Eb and P in the third and fourth bars are a major tone apart. An< 
therefore the melody wrhich they bear (the Bb and C) must hero be separatee 
by a major tone. Similarly, in the fourth and fifth bars, where we have modxj 
lated to P minor, the P and the G (and therefore the 0 and the B) are a majo; 
tone apart. 
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X 3 = 42 cents). It is present wherever^ for instance, GiS is 
taken as Ab. A fine example of this forms the climax of tKe 
introductory bars to the second Act of the W allcure, (2) Tlie 
difference between four minor Thirds and an Octave (316 x 4 — 1200 
= 64), of which a rather wooden example is to be found leading 
up to an entry of the C major subject in the overture to Smetana-’s 
Bartered Bride, (3) The difference between twelve Fifths and seven 
Octaves (702x12 — 1200x7=24). This occurs in a descending 
form in the six bars which follow Wotan^s words ‘So kiisst er 
die Gottheit von dir^ at the end of the Walkure, and, ascending^ 
in the five bars which close the first of Vaughan Williamses Five 
Mptical Songs : 



And the same fact is present, of course, whenever the whole tone 
scale is played (204x6 — 1200=24), the musical effect of whicli is 
closely comparable to that of the Bratimadhyama scales of India. 
Then there is that magnificent mounting bass which compasses 
a Fifth in seven semitones (112 x 7— 702 = 82) towards the close 
of the Finale of Schabert^s C major Symphony ; and there are no 
doubt instances of other such intervals. The point is that we use 
enharmonic intervals for precisely the same reason as the Indians — 
for their jubilant or pathetic effect; only we do it in a different 
way. Equal temperament has nothing to do with this matter — we 
hear the effect in the orchestra and imagine it on the piano ; thongk 
it has a great deal to do with the vocalization of a melody. 



CHAPTER V 

MODE 


The terms " scale ^ and "mode^ are frequently used as synony. 
mous, because it is often unimportant to insist on the distinction 
between them. But in their essence they name two primary 
musical instincts. Scale is the expression of the melodic impulse, 
mode is ultimately the outcome of the rhythmic impulse. They 
are relative, not absolute terms; and in two ways. First, any 
given series of notes may be in a scale, or it may be in a mode, 
according to the moments of it which we are taking to be impor- 
tant. And, secondly, it can seldom be said that at any given 
point in a melody a change of mode or scale has taken place ; the 
change requires to be ^ established and that is a matter of degree. 
There is a sense also in which scale ^is^ established mode. We 
propose shortly to discuss these points. 

A change of scale is a change in a prescribed order of notes 
brought about by the melodic impulse. It is a more or less violent 
change in pitch of some one note which results in musical ^ effect \ 
exhilarating, pathetic, &c. In the following Song of Somerset, 
'' Sovay, Sovay,^ the pathetic flattening at {a) is a purely melodic 

Sovay^ Sovay. 



§ 



^ j ■ J i 

J ~ J 

■■ r'f- 




208.S^=I 

S3 



— rd 





1 ~ 


(a) 

effect. It causes the melody to droop a little at that point, and so 
to give value to the Fjf when it is restored later on. The ear has 
been cheated for the moment of the ^major scale it expected, and 
has been presented with another, the major scale with the flat 
seventh. It is owing to this species of deception which they 
involve that such devices are known as Mmica feigned music. 
They come in the first place as vocal accommodations, but they 
stay aJs musical effects. They do not establish, they only suggest 
a new scale. If in thij song the Ftl’s had been the rule and the 
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the exception^ we should have said the melody was in another 
scale (of G) or in a mode (of C). For our present purpose, since 
we are discussing G not C, it is a change of scale. 

A change of mode is a change in the relative importance not of 
one note, but of all, brought about by a shift of the rhythmic 
centre of gravity. The following Folk-song/ ^ A sailor^s life/ shows 
in its three versions a change both of scale and of mode. W e may 
take the germ of the song to be contained in the pentatonic form 
marked I, which is placed for comparison between two derivatives, 
II and III. 


A eailor s life. 




I is a pentatonic ‘ Dor-aeolian ^ on D. II and III are only slightly 
veiled pentatonics, but two important changes have taken place. In 
II the notes of the scale have not been altered, but, by the rhythmical 
stress which is thrown upon it, G has become the tonic, and the 
mode is now a MioGoh/dian on G- In III, though the rhythmic 
points are not quite the same as in I yet they are not vitally 
different; but the addition of an FJf implies a change of scale, 
which is now a Miml^dian on D? 

It is the custom to consider the C-c scale to be the primary 

' From the Journal qf the Folksong Society, 

* A really beautiful instanco of tho musical process here involved is a shifting 
^Ground' of Purceirs quoted on p. 176 of E. Walker's Eistory qf Music in 
England j 1907. 
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series of notes from which others (D-d^ E~e, &c.) are derived^ and 
of which they are modes. But it would be logically as defensible^ 
and historically more correct to consider C-c as a mode of the D-d 
scale. The fact is that a mode when it is thoroughly established 
anywhere becomes the scale of that country, or countryside; thus, 
some of England sings by preference in the Mixolydian, some of it 
in the Dorian, and so on, Ireland in the Mixolydian and Aeolian. 
There can be little doubt that the difference between the Sa-grdma 
and the Ma-grdma^ though it figures as a difference of scale, 

Sa. CDEPg1bC| CDEPgIbC' 

m C D E F G A B cP'' C D E PS G i B C. 
was originally a difference of mode 

cdepgIbc ^ 

Ma. F G A B C f) E FJ 

Thus when mode is thoroughly established it comes to be regarded 
as scale. 

This distinction between mode and scale is commonly thought to 
apply only to an antiquated style of music. But the thing is per- 
fectly well known to us in modern music whenever modulation^ takes 
place, as a familiar melody from Brahmses First Symphony shows : 

Andante sostenuto. 



The modulation comes at {d) in the form of a pathetic flattening of 
the obvious note, and at (i) as a heightening of the meaning by 
a shift of the melodic centre of gravity. Every musician feels the 
effect at [a) to be quite different from that at (5) ; the first is 
a difference of scale, the second of mode, and both involve a tem- 
porary change of key ; the first is like a mechanical, the second ■ 

like a chemical change. Without some such connecting link as 
this with our own music we are apt to look on unusual scales and 
modes, especially when they display such intricacy as the Indian 
scale {grama) and mode {murchana) and individualized mode {rdga), j 

^ Le. modification, taking another * mode’, or way of doing things. ! 

f 
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as merely weird and fanciful. They are, however, formulas whicti 
are doing all they can to express the facts of unharmonized melody, 
if we will let them ; and we should approach them in that spirit i£ 
we were not hindered by our harmonic preconceptions. For we 
have to forget a good deal before we hear the beauty in such as 
this : 

Allegro. •^= 92 . 

Ex, 

211 , 

A-Ln-ka-la - 11a la-da-ga-ga-ni A - la - ka-la - 11a la-da-ga-ga-ni 



A - la-ka-la - 11a la - da-ga-ga-ni Ya - ra - mu-ni rl. 


My heart rejoiced, seeing the locks on the forehead of Rama wave, when 
he with ease and grace put down the pride of the giant, Maricha, and broke 
the bow of &va at the beck of the sage, Visvamitra. 

If we could treat it as in D minor, with a mere D drone without 
harmonies, we should be happier; the last bar would then have 
finality. But the drone is G, and for us this leaves the tune in the 
air. It takes a long time before we become accustomed to this 
queer way of looking at things, and can take it as it presents itself. 
We keep wishing to accommodate the tune by appropriate har- 
monies at this or that point, and do not easily realize that these 
introduce subsidiary modes (which we can, however, in virtue of 
those harmonies, subsume under the main one), but that a change 
of drone (without harmonies), by introducing a subsidiary mode, 
merely destroys the principal mode. 

As a preliminary to the consideration of Indian modes we may 
review our own (omitting the F-£ and B-b modes as obsolete) : 



They all consist of similar tetrachords ; those on C, D, and E being 
arranged as disjunct to one another, those on G and A as conjunct.’- 


^ This is not a mere piece of thoory. It will bo found that melodies in tke G 
and A modes (the Mixolydian and Aeolian) throw much emphasis on the seventh 
note, the terminal of the second tetrachord, which those in the other modes do 
not, at any rate to the same extent. 
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The mode of D waSj we said, the historically prior of all these 
modes. Its tetrachords are disjunct and similar. We may keep 
them disjunct, but make them dissimilar j in which case we get, 
for instance, the A mode transposed down to D : 

Elx. 

213 . 

Also in these two forms of the D scale we may sharpen the leading 
note, in which case we get respectively the ' ascending ^ minor : 

Ex. 

214 . 

and the ^ harmonic ^ minor : 

Ex. 

215 . 

By these three methods, (1) similar tetrachords, (2) dissimilar tetra- 
chords, and (3) scalar alteration, we can account for all the modes 
we know. There are of course other ways of accounting for them, 
but this is the plan on which the Indians have worked ; only they 
have carried it further and included every practicable combination 
of both tetrachords. 

With them modes are ^pure^ (Sudd//a)y or ‘ mixed ^ (mia/ira, 
klrna)^ or ‘altered’ [cJidydlaga^ mlmika). 

They are ‘pure’ when the two tetrachords of which they are 
composed are similar. In theory every note of a lidg should be 
consonant {samvddi) to some other, and the effect of this would be 
to make the tetrachords similar, as we have seen that they are 
in the European modes. But they are similar in others also, such as 


Bhairau. 



where every note is consonant to some other, and C doubly con- 
sonant; and 



in which not C, but A|> is doubly consonant. Modes are ‘ mixed^ 
when the tetrachords are dissimilar, as in 
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Bilaskhani To^. 

Bx. 

2ia 


in wliicli C and Ab are doubly consonant, but B bas no consonant. 
The Greeks also knew these inodes, called them by the same name, 
ionoi miktoiy and defined them in the same way. 

^ Altered * modee. The words chdydlaga and sdlanha mean different 
things. CMydlaga^ lit. ^ shadowy is used in the Panjab, and prob- 
ably elsewhere, to mean a mode in which the B has been flattened 
(or the Bb sharpened). Sdlanka is not a Sanskrit word at all. It 
is a piece of memoria technical The seventy-two melahartas are 
divided into thirty-six with Ftl, Suddhamadkyama^ and thirty-six 
with F8, JPratimadhyama ; and Sdlanka is the first melakarta of the 
Pmtimadhyamas. It therefore came to be used as a general term 
for any Edg that had the F sharpened. At present Chdydlaga seems 
to be used in Hindostan for both the adventitious Bb and F#, and 
Sdlanka similarly in the Carnatic. Simple instances would be : 

Jhiujoti. 

Bx. 

219 . 

BehEg. 

Bx. 

22a 

in these the Bb and FJ{ are alternative, not additional. The 
principle is extended to other notes, E b, for instance, in 
Desk. 

Bx. 

221 . 

This does not account, however, for all the varieties, and the 
subject needs more investigation; still it carries us some way. 
All three kinds (^pure’, ^ mixed and ^altered’) are known to 
Bharata, though he names them differently. The ^mixture’ of 
dissimilar tetraehords he calls the ^twilight of the Edg'' {jdi%^ 
mdhdrana). For the ^ altered^ Rag he gives no name, but he 

^ The high-sounding names of the seventy-two South Indian melakartas are 
arranged on a plan so that those who know the key of it can tell at once from 
the name whafc the constitution of the particular mddkarta is. 
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explains ^ ttat the Ma-grdma can he formed directly, as we should 
say ^ modally^, from the 8a-grdma 


C D E 


F G A B C 
FGABCI)EF 


and also hy rechoning (yamkhyend)^ as we should say ' by scale , 
CDEP GABC 
CDEFjtGiBC 


He speaks also of the lower tetrachord (mandragati, lit. low-going) 
and upper tetrachord {tdragati^ high-going), but he does not explain, 
apparently, how the ^ twilight ^ jdtu were put together. He tells us, 
for instance, that the compound {vilcrta) jdtl, mljahauih\ is made 



and 


G2.iidliS.rI. 


22a^ 


-fep- 


but he does not explain which elements of the simple jdU^ were 
taken to form the compound. A knowledge of this would con- 
tribute a good deal to the history of Hdga, 

Students of ancient Greek music agree in this, that there came 
a time when the Harmonid was replaced by the Tonos. The change 
may have taken centuries ; it was placed on record by Ptolemy 
(a.d. 150). The Harmonid^ (lit. joint, union, apposition), which 
was a section of the gamut consisting of two conjunct tetrachords, 
was not associated with any definite pitch, but adaptable according 
to the singer’s needs. The Tonos (lit, tension, pitch) was likewise 
a section of the gamut, but consisted of two tetrachords plus the 
disjunctive tone (which might be between them or beyond them) 
and formed a complete octave, each Tonos being calculated from the 
same pitch. There seems to be no record in the ancient writers of 
the Tonoi having been sung upon a drone-note ; Gevaert makes no 


* 28 , 21 . 35 . 

* Monro explains this as ‘adjustment^ in the sense of tuning’. It seems 
not impossible that it names the ‘joining’ of two tetrachords to form a hepta- 
chord. 
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tioxi o£ it, and to imt, the modern word for drone, in not in 
L^ell & Scott. But Paclitikos^ speaks of the drone an l>ein|^^ 
^art ixidispTJLtable relic of the original musical system \ And 
thong^B- the silence of so observant a people as the (rrecdvH is dilH- 
cult to g^t over, it is just possible that they took so obviotis a tiling 
for o-raxited.^ In the Eanmmid the notes were related ae(‘ording fo 
their ^ f txnctions ^ {kata dunmiin); the extremes of the teinichonl 
were ^ fis:ed {hestdlcoteH), the intormediaie not(\s were ^ movable ' 
{Mfieist/iai peplmkotea, or kinomienot) and were (listrihnted within 
a certaiix prescribed ^ locus of variation^ {topofi /Av khiPmt.^). llie 
^fixxictioxis ^ of the intermediate notes meant th(?refor(% apparently, 
their relations to tlie extreme notes (of the tc^trachord). In Iht^ 
TonoSy on tlie other hand, we see a segnumt of a sixM'eoiyped senle 
(o£ two octaves) in which the M’nnctions’ of notes within the 
tetrachord are, though they still exists, no longc'r of importanot^, 
but the individual notes of the scale are relattsl aeeonling U> timir 
^position ^ (/cafa ttieda) with n^gard to soim^ ont^ <4 tlu' notes of this 
scale taken as tonic and, in India <tertainly— in (in^'C'c p<‘rhaps 
supplied with a drone. 

Unfortunately it is not possible at present to give smdi a <leiail{»d 
account o£ the Indian Murekatta (tlie CKiuivalent of liarnmiui) ; 
more will perhaps be possible when Bharata^s Na(//asth/ru lias been 
adequately translated. lie speaks of the Pr(Hlorninanfc as 

the foundation and source of mxisical charm (rdf/a)^ as delaniuning 
the tetrachord (anffa) above (tdra) and Ixdow {mnndra)^ as distinctly 
perceptible in a combination of diffenmt noh's, as a prominent 
{haling note provided with consonances (mvinhli) and assonunrt:s 
{a7t'iivddi)y and as giving birth to the initial (//mZ/r/) and final 
(nydsa) and to three other notes of whicdi th(‘ imnining is luit. givtm 
apani/dm, and but which hclji in Hoini» way to 

constitute the tetrachord. The initial and final ntv deflniloly said 
to "begin and end the tiCtniehord, an<l t.lm initial is always a Pre- 
dominant. Finally, the PnHlominant may, ac<Hinling to the par- 
ticular mode, bo any one of five notes; and fliin to fix tlio 

meaning of Predominant definitely m * tln^ note of conjumdion of 

^ ^ismata xmimirn^ Ath(m«, m05, IriirntL, lylii. To imm tonto^ kta'Hr mmniir- 
rstos eiTzai behaionUipBamm pwhyparchtmf^ii hnrmtmikP^ wmwto, i%i% 

There i« no m(3r)ifcion of tho <lron« in tho HnuMkrit thiwiriwiii idtlo^r. 

* 3Bnt at least it is oloar that thoy uuiuon r(\liiiU>nntjI|w to tho torinliiiil 
ana are therefore analogaoB to the Greek kinmmmou 
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two tetrachords ’ : for if modern Indian mga^ are analysed they 
will be found, if ‘pure’ or ^ mixed ^ to contain from one to five 
possible points of conjunction ; if ‘ altered ^5 more. 

So that the arn^a ^ seems to take exactly the place of the mene in 
Greek music, and has the same sort of satellites round it. Mad*^ 
kgamay ^ middle,’ accurately translates mese, and it is on the face of 
it likely that they named originally the same musical fact. We 
must digress for a moment to discuss maclhyama. 

It is noticeable that only two notes of the scale have names with 
an assignable meaning — madhyama^ middle, and pancama^ fifth. 
§adj(i (^bom of six’) might make a similar claim; but the ex- 
planations of it have hitherto been fanciful.^ Madhyama and 
pancama are next door neighbours, and of these wadliyamob appears 
to he the older name, i.e. to be applicable to an earlier state of the 
scale; for (1) they can hardly he contemporaries, otherwise they 
would have been called caturtha (fourth) and ^ancama^ and (2) since 
no other note is named by an ordinal number this particular note 
pancama appears to be so named for distinction, possibly from the 
madhyama (with which it constantly disputed the hegemony). 
From the earliest times the scale is quoted as consisting of seven 
notes, the eighth being a repetition; and the madhyama divides 
these seven, in the same way as the me^e^ into two tetrachords. 
It may be added that as the other four notes of the scale {Eiahha. 
Gandhara, Dhaivata^ and IJuhadd) are all apparently place names, 
they may have been adopted into the scale as the local way of 
passing from one end of the tetrachord to the other, and hence are 
of the same nature as the Greek Mnoumenoi ; and this survives 
also in the modem scale, for it is these notes, and no others, which 
are liable to be made flat {homal) and very flat [atikomal). 

But by Bharata’s time all the eight notes are clearly defined; 
they are, as we should write them, (C)DEFGABC, because the 
old theory names the upper extremity of the evara. The madhyama 
is the note G in a scale C-C, not, as before, in a heptachord D— C ; 
and he has a great deal to say about it. It is the ^ eldest ’ (pravara), 
the ^ imperishable ’ (anmin)^ the ‘ note fixed by the singers of the 
Sdfoaveda in the Gafidharvakalpa * (musical treatise), the ^ note 

^ The word means a ‘ part * of a whole. Since it appears in manusoripis 
indifferently with an^ (‘part’), which is a name for the tetrachord, am^a may 
originally haye meant tetrachord (i.e. ‘ part’ of the whole miirchana), and later 
the note on which the tetrachord started. 2 See Chapter X. 
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which would still subsist though all the other notes of the mode 
should disappear This last delightful hyperbole could not have 
been applied to the amm^ which, though it regulated the notes in 
its tetrachords, was itself liable to be shifted, and the tetrachords 
with it. 

In modern music Pa is the ® imperishable ^ note, i. e. it is never 
sharpened or flattened as are the other notes, with the exception of 
5a. So that we see here perhaps the transition from the hepta- 
chord consisting of two conjunct tetrachords meeting at the sraa- 
dhyama, to an octachord based on the Fifth-relationship of Sa and 
Pa (the new madhyania) with the movable am<',a doing the work of 
the old fixed madhymna. In other words we have the transition 
from the Ilarmomd to the Toiiofi. 

An instance will make this clearer : 



is a murchana with two similar tetrachords and with its madliymia 
at A. A, then, is the note of greatest emphasis. Songs sung in 
this mode came to have a certain character whatever it might be ; 
let us say, sombre. They would then lie on the whole in the upper 
part of the compass of the mode — not necessarily in the upper 
register of the voice, for the mode might be taken at any pitch — 
and the Predominant note (early madhyam.a, later am.h) would con- 
seq[uently lie low in the song. In order that the low position of 
the A, on which the character of the song depended, should be 
effectively felt, a note about the position of F, let us say, assumed 
the character of fundamental note — the murchana had of course, as 
such, no fundamental — and if instruments were used, this funda- 
mental was furnished with a drone. Thus the wurc/iana {Ilarmonid) 
passes into the Hag (To7ioh) ; 




........ 

225.^ 


— ^ a — ................... II — 



Br. Am, 


and the madhyama (A) of the murchana^ the meeting point of two 
similar tetrachords, becomes the agfi^a of the Bdg^ the central note 
of the temlmra^ while a new note, C, is now the * imperishable \ &c., 
madhyama of the Rag, But in the new Rag there was no need to 





have the tessitura always in one place, since the character of songs 
that might he sung in it varied; and it might he moved, without 
doing much violence to the Sag, to any note except and E (of 
this particular Sag), because at neither of these points could the 
amsa he the meeting point of two tetrachords. If it was moved to 
either of these points, Bb for instance, there was a tendency to 
flatten the E and so to develop a different Sdg^ 

Let us try to realize this in a melody : 


Shardula-vikridita.^ 


If we put away all thoughts of a tonic as we understand it and 
simply pick out the most prominent notes of this tune, we should 
probably say that in the first eight bars they were : 


in the next six : 


and in the last six : 


i. e. G and A twice, and D, E, E, and high and low C once each 
The scale therefore might be written ; 


It IS difiBcult for us not to attach more importance to the low C 
than is here shown; both because the tune appears to end there, anc 


1 Shardtda-^viJcridzta is the name of a Sanskrit metre ; and the rhythmical aspc 
of this melody is discussed in Chapter VIII. 
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because, if we emphasize that note, the tune is in our major inode, 
i. e. in one of the only two that we know. But the tune is, like 
most Folk-song, circular ; after the end it goes back to the begin- 
ning and finishes there — in this case probably with the phrase. 

Ex. 

231 . 

though the D is not thereby made the tonic either ; in fact, there 
is no tonic exactly in our sense. Also, we do not easily put our- 
selves into the frame of mind of a person who knows not two 
modes, but from 62 to 162 , and are not so easily content to leave 
off up in the air, so to say. 

But though there is no tonic as we understand it, there is a Pre- 
dominant (G at the beginning, A in the middle, and either G or 
A at the end of the song). So that the song is conceived as in 
one of two modes (imrcliana)* 

I 

Ex. 

282 . 

or 

Ex. 

283 . 

Now Indian songs, and probably other non-harmonic songs, are 
seldom sung twice in the same way, however small the variation 
each time. Some singers would tend to give prominence to the 
G of I, some to the A of II. There would also be many songs 
similar to this one which might be considered to bo in mode I or 
mode II according to the particular singer. These would form 
a class j and the class would depend largely on tlie character of the 
words — sad songs in one class, merry in another, and bo on. The 
words of this particular song are of a reflective nature. And 
reflection is associated with a low Mie^ of the voice. So that songs 
in these modes might well keep the G, or the A, for their Pre- 
dominant if jubilant, but if reflective might drag it down to the 
consonant {samvddi) note D, or E. 

Next, if we suppose that with the progress of music this general 
tendency to have a high Predominant for some songs and a low 

n 
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one for otliers becomes more defined and scientific^ the need would 
arise to determine precisely how high or how low; and a note 
would be taken and enforced from which to measure the height of 
the Predominant. This would be done solely for the musical 
reason of giving more decided character to the tune^ of making 
explicit what was before implicit. If then a low " lie such as D 
or was required by the character of the song, and C was chosen 
as the measuring note or drone, its ‘ mode ’ would now become 
a Bag (particularized mode) of the form 



The Bag of this particular song is stated to be Manrl, a Bag used 
in the late evening (a possible time for reflection), and it will be 
seen on turning to the list on p. 151, No. 12, that the Predominant of 
Mand is given in one part of India as D and in another as E. 

A musical purpose of importance is served by this Predominant 
and its consonant. One of the most effective i*esources of melody 
is appoggiatura, i. e. the delaying of a note, the raising of pleasing 
expectations. This melody from Tristan, for instance, 




owes almost its whole force to the enhancement by appoggiatura of 


some simple scheme such as : 



The essential condition of appoggiatura is that the delaying 
note should be felt to be only transitory and the delayed note 
to he relatively final or permanent. This is effected in out music 
by the harmony, expressed or implied, which moves on from sub- 



and at every place marked h the melody gets a purchase on one o£ 
the constituent notes o£ these. 

But when there are no (?lK)r(Is at all in question the siibHiantive 
nature of the delayed note has to be established in some otluu* way. 
In Indian^ as no doubt in ancient Greek and probably (see Chattier 
VI) in the ecclesiastical melodies, this is done by the Predonunant 
{am&a^ mem, reciting note ) ; notes receive the force of appoggiaturas 
as they delay this. Thus, in the medody with which we are 
dealing, D being Predominant and’G its consonant (both estab- 
lished by long association) and C the drone (generally expressed), 
we have appoggiaturas (fi) 

L Q, 
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Ex. 

241 . 


&c. 


leading to a substantive note {a) which is either the am^a (D)^ or its 
consonant (G), or the drone (C). This is a particularly easy Mg 
for us, because C, G, and D are notes we should have no difficulty 
in feeling to be important; but when^ in other Mgs, D and k, or 
Eb and Ab> are amia, and samvddl it is not so easy to feel the 
musical impulse, though it is not hard to understand the principle. 

As we have been tracing points in common between Indian and 
Greek music, we may notice two more. One, that the salient 
distinction between the two gramas is found in the four notes, 
E G A B of the Sa-grdma and F G A Bfl of the Ma-grdma ; and 
this was precisely the distinction between the Greek ^lesser 
complete’ and ^greater complete^ systems. Only the problem 
presented itself differently. In Greece the scales were : 


Ex. 

242 . 

and 


Ex. 

243 . 





and in India 




The other point of resemblance lies in an apparent recognition 
of absolute pitch. The lowest note of the Greek systems (the 
proslamhanomeTion) was of the pitch, 



and the lowest note of the vim, the oldest instrument of India, is 
that same A. It is difficult to say how far Indians were ever, or are 
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BOW, coBscioBs o£ absolute pitcb. There is an interesting com- 
parison of the notes of the scale to the cries of animals. Sa is the 
note of the peacock of the chdtaka^ the bird of the rainy 
season. Ga, of the goat. Ma, of the crane. Pa^ of the koU^ 
generally translated cuckoo, but bearing no resemblance in its vocal 
achievement to our bird; it hammers out a single note when 
making love in the spring, and its mate joins in, invariably at the 
distance of a tone, and perhaps a rival lover at the distance of 
a semitone. Pha^ of the frog. iVi, of the elephant. This has 
been quoted as showing that the scale was conceived as a matter 
of absolute pitch; and there is some evidence that the cries of 
animals always keep the same pitch. It may be so : it would 
require special knowledge to decide this point. On the other hand, 
the musicians of to-day have no name for and no means of deter- 
mining absolute pitch; and they are not usually backward in 
coining names for, or in devising simple methods of putting into 
operation, any ideas they may possess. 

The theory of grama has remained barren, just because it was 
a mere scientific tabulation and did not sufficiently take account of 
the whole musical fact. It is true that the system of the Carnatic 
is arranged in accordance with it, and that the musicians of Hin- 
dostan hold it as a pious belief. But the musical science of South 
India is sadly over elaborated ; and that of the North has followed 
quite another classification (see Chapter VI). The essence of the 
modern music lies in its riumerous and intricate Pdgs^ which, being 
modes calculated from one tonic and having the compass of an octave, 
correspond in so far to the Tonoi ; but which again are very unlike 
them on account of their being sections not of one scale common to 
all, but of a variety of scales which practically refuse to be co- 
ordinated in Northern India, though not so much so in the South. 
Indian music has in fact retained in full force what, after the 
introduction of the Tonoi, Greek musicians only faintly felt, that 
distinctive etkos of which Plato and Aristotle spoke so enthusi- 
astically.^ 

Broadly speaking this transition from the heptachord (murckam, 

^ This may explain why, even to a foreigner, the Rags in the ISTorth seem to 
have more individuality, and why the tone of voice in which natives of Hin- 
dostan speak of Carnatic music sounds a little apathetic, whereas Southerners, 
though for the sake of association they like their own ROgams best, always 
seem interested in a Hindostani singer. 
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harmonia) to the octachord {rdg^ ionos) is the passage from the 
domination of the Fourth to that of the Fifth, from vocal to 
instrumental music. The voice discovers the consonance of the 
Fourth before that of the Fifth. Its upper notes are the more 
powerful, and the overtones accordingly more audible. Conse- 
quently it is in singing the upper notes that the desire to reach 
a consonant note chiefly makes itself felt. A bass voice, for 

instance, is singing — » The E above it sounds clearly 

in his ear : but it is beyond his compass ; he therefore takes the 
lower E as the most obvious consonance. With instruments, how- 
ever, the case is reversed. It is the lower notes that are the most 
powerful and yield the clearest overtones; and with these the 
Fifth comes to be appreciated more than the Fourth. In this 
respect, besides that mentioned above, the music of the Carnatic 
shows signs of greater age — of having begun earlier that is, and 
lived longer, and reached a further, not necessarily a higher, point 
of development. The amh is there less a vital element of JRagam ; 
musicians often cannot tell you which note is and the songs 
make little account of it. This shows that the consonance of the 
Fourth, which the principle of am^a emphasizes, is less keenly felt 
there. And again the songs tend to close on the tonic or the 
Fifth, whereas in the North there is no such preference ; they may 
end anywhere, but do, for choice, on the first note or with the first 
phrase of the song, on whatever note it may bring them to rest. 
Here, for instance, is a typical Carnatic phrase (cp. Ex. 879) : 

Bx. 

247 . 

with the tune ranging down and up and down again over a Fifth 
and closing with some pomp on the drone note; as against this 
Hindostani phrase (cp. Ex. 380) : 

Ex. 

248 . 

which closes, it is true, on the same drone, but seems to pretend 
that it has reached it by an accident, and strongly emphasizes the 
Fourth (C) of the mode which is in this Sag {Maikov) the Pre- 
dominant. 
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EAGA 


ril take my pipe and try 
The Phrygian melody; 

Which he that hears 
Lets through his ears 
A madness to distemper all the brain ; 

Then I another pipe will take 
And Doric music make 
To civilize with graver notes our wits again. 

liANDOLinr. 

The Rags of Hindostan vaiy^ so much with the l<H?alit-y (ihosc 
of the Carnatic less so) that there seemed to be no bet-t(5r way of 
showing them than to place in parallel columns the Jing as given 
by different authorities (see the Table of Itdgs^ opposite). In the 
first column appear sixty -three Bags as given me by Ashreka (Janga 
Earn; whose teacher was Balwant Eao of GwEIioF; a state which 
has a high reputation for music. Ashreka seemed to be particularly 
sure of his knowledge; and from no one else was 1 fortunate 
enough to get any certain information abo\it the Rags whieli (:mi]>loy 
quarter-tones (see Nos. 2, 26, 33, 35, 36, 40, 41, 49 in Api). i f). 
The second column is taken from, the Rctlsa7igd’^fjod// (Juveuih^ 
Singing Tutor) of T. B. Sahasrabuddhe, of the Poona (Sayan Sainaj 
(singing school). The third column is extracted from a list ol: 
eighty-three Bags in B. A. Pingle^'s ludmi Music (Bombay, 1898) ; 

1 All the same, a Rdg is one thing, not sovonil. It is, as will kkhui, 
sharply characterized that although in this or tluit n^spoct one Mg tromdow 
the domain of another, yet it never does so in all respeots, and ih(»r<^fore a ehango 
of one of its constituent notes does not obscure its iutUviduality ; just as a inim 
through all sorts of not easily deiinable varieties of vocabulary or pronunttiatloii, 
or even grammar, may yet bo speaking pure English. This is what an Indian 
believes, although he will toll you in the same breath that the img» are to bn 
found in their purity only in the school of music to wliich be belongs. The 
true Eag^ of which all those with which the traveller meets are manifemtationM, 
is stored up in the heavens— or in the bosom of the most educated musician, 
whoever he may bo. 
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the mordents show where he places the murMamB (grace notes), 
and the murchhana comes as a rule on the am^a ; as these 
murchhams are generally a Fourth or a Fifth apart the list 
confirms the view that the am.^a was placed at the limits of the 
tetrachords. The list in the fourth column was given me^ in 
response to a request for the thirty commonest and most popular 
Hags, hy Upendrakisor Ray of Calcutta ; and of these he named 
Nos. % 10^ 11, 14, 32, and 60 as quite the commonest of all. 
^This list^, he writes, ^was obtained by analysing a collection of 
more than one thousand songs. Rut its value is somewhat im- 
paired by the fact that most of these songs were popular, not 
classical. Writers of popular songs are not always good musicians, 
so their opinion as to the rdgas has to be accepted with some 
reserve ; the popular Behag, for instance, is C D E F G A Bb C, 
popular Lalit is C Db E F G Ab B C, popular Multan is C D Eb 
Et) F G Ab Atl Bb Btl (as compared with Nos. 60, 42, and 
41). With regard to the descriptive epithets, which are interesting 
to compare, and which on the whole agree with those of the second 
column, he says — ^ I give them with a good deal of diflSdence ; in 
fact I am not very sure about the majority of them. The quality 
of restraint is a predominating feature of Indian music, and this 
precludes any free exhibition of the emotions. Our gaiety and 
sadness often merge into each other : our most impassioned passages 
fail to stir anybody up. There is any amount of enjoyment of the 
deepest kind, but it is undemonstrative and reposeful ; it leads not 
to action but to abstraction.^ 

In these lists the notes shown by a crotchet head are those which 
are comparatively lightly touched; which are (1) used in ascent 
only or descent only, as the Btl and Bb in No. 11, or (2) are more 
or less optional, as the F and Fjf in No. 63. In this Hag the 
usage is E F E and G FJf G, never, as a rule, E FJ E or G F G ; 
while in the passage from E to G, or the reverse, either an F or an 
FS may be used, but FJ more commonly is used. This is very much 
the same as the mediaeval Musica ficta. And (3) some Hags are on 
their way from being transilient to being complete ; though aR the 
notes are potentially there, some of them are as a rule jumped. 
This is the case in No. 60, where the jf and the A are occasionally 
heard, but never dwelt upon. It did not seem worth while to go 
into the details of each Rag in this matter, even if sufficient and 
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accurate knowledge had been forthcoming; but these three principles 
throw a good deal of light on the conception of Mg. 

The b or # over a note means the lowering or raising by gome 
kind of kuti^ see p. 117. 

The mark [=] xinder a note shows the Predominant {amia), 

Graha [Gr] and Ngdm [Ny] are respectively the notes on which 
a melody is supposed to begin or end ; this rule seems not always 
to be obeyed.^ The final note has nothing like the importance it 
has in harmonized music- 

^udclJia [Shud] means ^pure'; Clmydlaga [Chaya] means M;ran- 
sitionaP (from Ckdgcl shadow); Smldrna [Sank] means ^inixecP; 
and mhrcb [vakr] is literally ^ crooked^ and means that tlie notes 
are taken not in direct order from Sli to 8a ^ but that the Rag has 
certain melodic figures as characteristics. 

The twenty-four hours arc divided into eight watches^ beginning 
at 6 a.m. The Hindus attach much inii])ortjince iiO; and arei 
wonderfully unanimous as to^ the ascription of a .A’^/V/to a paH.i(nila.r 
hour of the day or season of the year/ although ‘ advan<‘cHj ^ 
musicians may be found among them who nay it has no meaning. 
A musical distinction, however, may be extracted from the Jidg^ 
themselves, independently of the melodies sung in tluun or of the 
words to which these are set. Taking column 4, an analygig shows 
that if we may divide the Jldg^ into ^ sad ' and ' merry \ the ^ Hud ^ 
have an average of three flats to an average of two flats in tlume 
which are ^ merry \ Again, if wo divide them into morning and 
evening lidgs^ the morning have an amk ranging about, (d, the 
evening about E. And the same thing, though in a Ickh mark(*<l 
degree, may be deduced independently from the second <!olunnu 


^ And this makes it probable that it is not the true explanation, 'rhere in 
another, quite different. The Graha is ih<i note wliieb an in<lividtuil aiuKer 
chooses for his Sa. Thus if a bass voice c-hooses C, aUuior wouM take F, and 
a sopx'ano Bb. The Graha is therefon^ the *clef And thin aetunn to hi* in eotn» 
plete agreement with the statement in Bharafca that tlu.i Graha is iihuitioal with 
the It seems probable that {p-aha <»riginuUy uMmut upper an<l frgmt 

the lower extremity of the tetrachord (anj/a), and that theH($ nujnninga have 
been forgotten. 

2 The first thing, sometimes the only thing, that an Indian w!k» is not very 
familiar with the science of music can tell you about a particular /% which k 
being performed is that it is a morning, or that it is atx evening though this 
perhaps does not prove more than that the Mgs are lui a matter of fact confined 
in their performance to the appropriate time of day. 
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So that there is a real musical basis for this ascription of time of 
day and of Uhos. The ascription of time of year is possibly more 
fanciful. 

But the truer explanation of this deep-seated feeling is more 
likely to lie in the history of B,dga^ as far as we may hope to know 
it. What is antecedently probable, and, indeed, is evident from 
the data in the first two chapters of this book, is that songs were 
sung long before B^dga as such was formulated. The Hindu account 
is that there were four sources of Bag : (1) local tribal song, (2) 
poetical creations, (3) the devotional songs of the mystics, and (4) 
the labours of the scientific musicians. The principal ground for 
this belief is, no doubt, that all four causes are in full operation in 
India to-day, and are evolving the Bdg% of the next thousand years ; 
a secondary reason for thinking it to be the case is to be found in 
the names of Bdg% such as (1) Kdnadd^ the Carnatic ; (2) llindol, 
a swing; . (3) Jogi, a mystic; (4) &drang^ from Sarahgadeva, a musician 
of the thirteenth century. The most important of these sources, 
because the most constant and widespread and unconscious, is the 
first— tribal song. Unfortunately, we do not yet possess nearly 
sufficient data to enable us to trace the actual formation of Bdga 
from this source, for India; but we may get an idea of it from our 
own Folk-song. 

The fourteen versions of a song variously called ‘ The seeds of 
love ^ The sprig of thyme &c., given in the annexed example, 
have been taken from the volumes of the Bnglish Folk-song Society’s 
Jonrnalj and one of them from Sharp’s Folk-songs of Somerset. 
When the English counties have been thoroughly explored, there 
will prove to be not fourteen, but very likely forty or four hundred 
of such versions. The first seven of these are, however, enough to 
show how a melody may take various shapes and yet centre in 
a common mode ; and also how by a slight shift of the centre of 
gravity, brought about by the battle of its several phrases for 
supremacy, the melody slips from one mode to another. At the 
end of each melody is set the scale in which it appears to lie, with 
the strong {baliri) and weak (al'pa) notes marked, and after these 
the name of the Bag to which in principle, though not, of course, in 
detail, this scale corresponds. 

Supposing a variety of scales to have been brought into use by 
tribal song from various sources, next comes the poet and weaves 
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Ms mythology* round them. He speaks of six original ^dgs 
which were ^iddha (pure). The six are variously given. The 
six of the Ragmibodhay as authoritative as any, are, though under 
other names. Nos. 13, 26, 37, 47, 49, 51. Of these, modes were 
taken, sometimes called murchana (rise and fall), sometimes jail 
(species). The next step was to cross the jdUs and produce hybrids ^ 
{Ghdydlaga^ Sankirna^ Sdlanka^ Miira, &c.). The poet speaks also 
of the six original Rdgs having wives {bkdrya) and sons {putra)^ and 
it seems hardly worth while to translate these into the plain prose 
of ^mode’ and ^ hybrid ^ The exact pedigree of ^utras seems 
to be irrecoverable : their names are all there (though no two lists 
give them alike), but not a trace of form or feature. 

Meanwhile the philosopher has been at work upon the psychology 
of the music, and, without any special theories as to the emotional 
value or the ^mental effect^ of this or that note or combination, 
determines on general grounds the ethos of the Rdg^ its appropriate- 
ness to occasion or to circumstance, or its effect upon the body, or 
its affinities with the various affections of the spirit or aspirations 
of the soul. These views linger in some, of the names of the Rags : 
I)ln^ha-[;pund)y ^of the day*', Shdm-(kalidn), ^evening’, Basant^ 
^ spring^, {Oaufi’)mano-hdriy ^pleasing to the mind'; or in the 
legends about them, as of JDlpak {^Mdravd^ No. 49), which en- 
flamed not only the mind, but the body of the singer so that even 
the Jumna could not put out the fire. Descriptive names of this 
kind were commoner and more elaborate in old days. The famous 
Mahd-vyuUpatti (Sanskrit-Tibetan vocabulary, seventh century or 
later) has a list of sixty Rdgs^ the translations of a few of which 
are — ^ with a voice like the thunder-cloud ' like the trumpeting of 
the elephant \ ^ like a sparrow ^ like the serpent king \ * like Indra 
or again, ^ smooth \ ^ refined ', ^ making fully to comprehend ^ not 
puffed up ^delighting every organ', ^ having the chief voice in all 
sorts of sounds and so forth. 

Last of all, when by these three processes the number of Rags 
had reached hundreds or thousands, came the mathematically- 
minded musician who tabulated the scales as deviations from 
a normal scale [grama), calculated the departures in quarter-tones 
[§ruti), and rung the 13678 changes [prastdra) on the seven notes 

1 I have been unable, however, to find any explanation of the way in which 
this was done.. 
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{dvara ) ; reduced the 108 traditional ways o£ counting time by 
syllable (aham), i,e. a development from the longs and shorts of 
poetry, to thirty-five ways of counting it by time-unit lit. 

syllable) which are rhythms {tdld) ; and provided both Rag and 
Tdl with an intricate memoria techmca to which not every one 
possesses the key.^ This kind of musician is commoner in the 
Carnatic than in Hindostan, where theory has reared a less 
imposing edifice. 

The aesthetic effect of the am§a is important. Whatever may 
have been its origin — and there is every probability that it was the 
tonic in the same sense as the Greek mese — its present function is 
to define the tessihira. With harmonized melody we are not 
accustomed to think much about this — until perhaps we have to 
consider what sort of song we shall be able to sing when we are 
tired.^ But in unharmonized music very much, more than any- 
thing else^ depends on the general level in which the. song lies. 
A song with a high tessitura has quite a different character from 
a song with a low one. It was in this very point that in Greece 
the ^plaintive’ modes (e.g. the Mixolydic) were distinguished from 
the ^ soft and convivial ^ (e. g. the Lydic), according to Dr. Macran 
{Harmonics of Aristoxenus^ 1902, pp. 39-81). An example of the 
plaintive kind of Greek song with a high tessitura (and the Mixo- 
lydic fifth) may be seen in Paehtikos (Aismata Hellenica, Athens, 
1905, No. 133), a funeral dirge circling about B, Bb, and A, and 
descending to a tonic E. There is no doubt also of the low position 
of the amsa in the convivial Kalians (Nos. 50-59), or of its high 
position in the serious Bhairavi (32) and Bhairav (37). Similarly, 
the theme of Mozart^s Clavier Sonata in A major owes perhaps 
some of its alertness to ite high, and that of the Choral Symphony 
something of its restraint to its middle tessitura ; but we can hardly 
be said to have erected this into a principle of our art. 

An English-speaking Indian habitually chooses the word ^tune^ 
to translate Rag. And the fact is he does not attach much impor- 
tance to the tune of a song. A song may be sung in many ways — 
the more the better, as a rule — so long as it is within the well- 

^ It is noteworthy that both mdtrd and aksara are terms of prosody. Cp. the 
early reckoning of musical time in Em*ope, Oxford Eistory qf Music, vol. i, 
p. 168 seq, 

2 See Chinnaswami Mudaliar, Oriental Music, pp. 16 and 25. 

* Aristotle spoke of modes with a low mesl as ‘ old men’s scales 
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defined limits of tlie Bag ; on the other hand^ the least departure 
from the prescribed notes surprises us, not always pleasurably. 
This has one advantage, at any rate, that it is unnecessary to record 
Indian tunes in notation. The names of the Bags to which the 
Glta-Govinda (eleventh century) was sung have been preserved, and 
even in the absence of a notation it is open to any musician of 
to-day of suflBcient skill to sing them as expressively as Jayadeva 
kimself. 

On the other hand, the absence of definite melody precludes 
concerted music. Several rehearsals are necessary in order to get 
a dozen people to sing a hymn in unison, and to overcome the lust 
for ^ grace ^ and contrapptmto alia mente. When some years ago 
Bande Mdtamm was being sung there were probably six different 
versions at half a dozen different street corners of Calcutta, of 
which the following, taken down from the lips of a blind man in 
Dalhousie Square, and sung at the top of his voice without causing 
a single passer by even to turn his head — so little did the mere 
tune convey anything — is one : 


Maestoso. 


Ex. 

OKA ^ 

1-': k ' "fri 





• p . .1 .. . 1 - 

Ban-de mS-ta-ram su-ja-lSm su-fa- 

lam Ma 

la - ya-ja-shi-ta- 

- U 



- lam Sho-shya shya-mala khe - 

tram Ban 

de ma - ta - ram 




---V "BTV- 

L V ¥ M ..V U.l ... 



Ko-tiko-ti kan-the Ka-la ka-lani- nS- de Bisaip - ta 



ko - ti Bhu-je shob-he ka-ra - ba - le 


I bow before thee, 0 mother, who art washed clean by rivers, by rain- 
drops, by oceans. By the help of thy life-giving waters and the free breezes 
bom in the Malaya mountains thy crops yield and thy fruit-trees bear. 
A thousand thousand nurtured on thy lap are making prayer to the 
Almighty Father and to thee. 0 mother Durga, in your ten hands you 
have as many weapons always ready to protect your children. But because 
we have lost our devotion therefore you have no sympathy for us. 

We have seen nothing in the facts of Bdga so far with which to 
meet a possible suggestion of the frivolous, that if you were to put 
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the phonogram of an Indian melody on to the cylinder fore part 
behind and hear the tune backwards it wotild sound just as well. 
One answer to this would be that in that case all the ascMMuling 
passages would come out as descending and vice versa, and that 
many (not all) have a distinct form for ascent and descent. 
And this in two ways, or at least as two manifestations of the 
same instinct. The pentatonic (ofjava) and liexatonic (.s/i(ld(wa) 
modes are often pure (as in Nos. 1 and 24), but somctinies mixed 
(as in Nos. 4 and 11) : in the pure mode the Heap ' is taken abso- 
lutely ; in the mixed mode it is taken with a subsidiary grace- 
note, or in a sort of tentative way. In descent the ^ hmp ^ is 
bridged by a passing note : 

Ex. 

in ascent, if it is not taken absolutely, the voice climbs up to it, as 
it were 

If we refer back to Ex. 226 {^rdrda^vikridUa) for a moment we 
shall find an example of this. The scale is 



and the weak note is B ; the gap A-C has to be negotiated, and 
this is done thus : 

Ex. 

. 264 . 

Beldg (No. 60), for instance, is divided into tetrachord (B C-E) and 
pentachord (E E G-B) with the gaps occasionally filled, Wc will 
take the tetrachord 

Ex. 

266 . 

The B usually, but sometimes the E, is given as aifiSa ; they are 
at any rate about equally prominent notes. Next in im|>ortance is 
the C, and least important the D. In effecting the passage £rom 
B to E such phrases will occur as 
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while the descent from E to B may be by leap, but will generally 
be by step : 

In most even if heptatonic (mmpurm)^ there is still a feeling 
that some notes are strong {balhi) and others weak {alpd)^ and these 
weak spots tend to be negotiated in this ^ crooked^ (vakm) way. 
And if the Itd^s are actually transilient {varjd) they are apt to be 
mhra in ascent, and to have the gap filled in descent — rather than 
the other way. So that to turn ascent (dro/iam) into descent 
{(ivdrohana)^ or vice versa, would be completely to falsify the Bag. 
Other answers to the ^ frivolous^ person could be made on the 
grounds of Time and of Form (see Chapters VIII and XI). 
Similarly other Bags have typical phrases : 

58. Kalian. 


Kx«::;| 

^ 

"A 

^ . 1".^- . ......I— |-U. I.I. II 

Zoo. Sc 


4L 

f” — O' — - 


64. Yaman-hdidn. 

269 . 

65. Kamod^kalidn. 


Kx.“?fcr: -4, ^ 

——'j -j ■ 


26a|fc_f:^=E 




69. llamvr^halidn. 

it t 

Bx. . " -r-r — . '• "p- n 

261 . 

67. SJidm'-kalid7i is not mkra. 

But it must not bo thought that every melody necessarily contains 
the typical phrase of the lidg. In India, as in Europe, the rules 
are ^ the obedient humble servants^ of the composer ; ho obeys them, 
of course, but in the spirit, not the letter, just as the best sculptor’s 
work approximates most nearly to, but never exactly coincides with, 
the nine-unit or ten-unit or other system which the case may 
require ; or, as we ourselves should maintain, while a given chord 
has its typical resolution, yet that music is chiefly to be prized 
which in obeying this ^ rule manages still to say something new 
that, when closely examined, really disobeys it. 
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What surprises us most in this music is its predominantly con- 
junct motion.’^ Leaps o£ all sorts arc taken, including those which 
do not appeal so much to us — the tritonc and the augmented second* 
But i£ small they still have the character of being a, if not ihe, next 
door note; if large, they seem to bo merely a means of getting 
quickly to some other contrasting register. They do not. seem to 
be used for the pure pleasure of the interval itself, as in many 
examples we might quote from our music : 



1 


g 



c 

r 




Contrast with these such a melody as the following : 


Brahma Samaj hymns. Bhrupad. Jhii» Surphakfc. 
>* 110 . 

E3x* 

26 a 



'ra-ti-di-na ta-ba 




gA - ba &-mi eh'&*ma-dhur 



Tu-mi de - ha mo - re ka - tha 





tu - mi do - ha mo-ro sdr 



€kfm 


Tu-mija-di thft-ka ma - no bi-ka-oha ka-ma-IH - sa - no 


1 So little is there any idea of the possibility of disjunot motion that tliere 
seems to be no distinctive name for it. The leap of a Third is called J bhymchrayfXf 
* pressed together’ ; of a Fourth, Prastara, ^extension'; and of a Fifth, M^Mra 
(making the sound Iliry, or Om, the syllable of the sacred name ; the application 
is obscure). A singing exercise in mixed leaps is also called vdrida (?). The old 
words nigraha, * subduing ' (sc. suppressing the intermediate note), and praw/a, 
^binding together’ (so. the neighbouring notes)— disjunot and conjunct motion 
—seem now to be forgotten. 

* A Jhil is a Bdg without grace -notes. 
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Ta-mija-di ka - ra prin ta-ba pre-me pa-ri-pdr 




Su.-dbaja-dl ka-ro dan to-ma-ra n-da-ra an - ki 






Tu-mija-di du-kha-pa - ro rft-khaka-ra siio-ka - bha - ro 








Tu - mi ja - di su - kha lia 


to 


dam - bha ka - ra - ha dur 



Tu - mi do - ha mo - ro ka «• thS, tu - mi do - ha mo - ro sur. 


Upendrakisor Ray’s translation.- Day by day shall I sing thy sweet 
song. G-ive thou me the words, givo thou me the tune. If thou abidest in 
mj heart in the full-blown lotus seed/ if thou makost my soul overflow with 
thy love, if thou hearest my song, seated in my heart, if thy noble and 
beautiful eyes lend me the nectar of their glance, if thou on my sorrows 
placest thy hand pitifully, if thou from my happiness chasest away pride — 
give thou me the words, givo thou me the tune. 


It is true this is a Folk-song, to which words have been added 
by Rabindranath Tagore, and a J/iil (i. e. without grace-notes) ; 
but it will do as well as one in a formal Itd^ to show the general 
preference for step over leap. 

Another thing which completely baffles our cars is the way even 
the conjunct motion is taken. The following hymn of the 
Brahma Sam^j : 


*- ’God abides in the innermost recesses of the heart in the form of a lotui*^ 
seed. The lotus is the typo of purity ; it may bo offered, even when not fresh 
(as other flowers may not) unless previously offered to another. Hence * lotus 
lips \ * lotus feet &c. 


14SB 
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Brahma SamSj hymns. Bag Sohani; Tal Surphakta. 

‘Prathama aditahu’ J'=!l30. Music and words by 


Kabindbakatm Taoobx 



Antara. 





d 

) 

— 


— 

U 


ss 



Baggail 
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1 1 1 1 


IT.B. — Crotchets or minims would havo been more appropriates ; quaver® are 
used in order to suggest the rhythm better. 

Upendrahisor Ray’s translation.— -Thy power is from all time ; from all 
time is thy supreme radiance in the skies. Thine is the first word. Thy 
joy lives in each new year afresh in the heart. In the firmai!)ent of thy 
mind glisten the sun and the moon and the stars. The wave of life vibrates 
in the atmosphere. Thou art the first poet ; the master of poems art thou. 
Thy deep-voiced utterances find voice in praise and prayer which ascends 
from all the world. 

sung as I heard it on their anniversary (Jantiary 26 ) with a choir 
of twelve voices supported, in unison, by a small organ and two 
violins, with drum, was extremely impressive- In particular the 
phrase marked (a) at the end of each section seemed to give it that 
sort of sublimity which we recognize in those chords that smote on 
Samuel Butler's ear on his entrance into Erewhon. 

Both these peculiarities, a preference for conjunct over disjunct 
motion, and unusual sequences in conjunct motion, are made 
possible and almost demanded by the absence of harmony. They 
are demanded as a means of contrast. Motion through the notes 
of a chord, when there is no idea of forming chords at all, does not 
give enough contrast ; E and Gr say more or less the same thing as 
C. And again, when the ear has become accustomed to the sound 
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o£ Fjf G Ab — a note with an upward and downward leading note — 
to pass direct from Fjf to Ab is a very striking divagation from 
the normal, and gets a high value from the consciousness of the 
norm behind it. 

The claim is occasionally made that this music has harmony, or 
a ‘ sort of * harmony, in it. Such feeling for harmony as is involved 
in the construction of a scale at all, especially of such an elaborate 
and balanced scale, or in the appreciation of the greater sonority of 
C G C over the simple C in the drone, it has. But of harmony, in 
the sense either (1) of the sequent intervals in melody being chosen 
for their consonance, or (2) of two notes being sounded simul- 
taneously for the sake of the consonance, there is none; there is 
less even than among the North American Indians whose music,^ as 
far as at present investigated, is at a very early stage. And it seems 
impossible that there should be any. Hindu music, though it has 
enormously refined the detail, has not advanced beyond the principles 
of Greek music. This may not seem an inducement to deny them 
harmony to those who still think that the Greeks had harmony. But 
at least this is true that harmony in the sense of the Organum and 
of Dufay did not become possible till the Greek modes had long lost 
any feeling of the mese (am^a) and of the functions {dmameu) of 
the other notes.^ And the first thing that harmony would do, if 
now applied even tentatively to Indian music, as some advocate, 
would be to get rid of that feeling and those functions, and with 
them of the grace-notes and all that makes B.dg worth having. As 
the 'Rag now is, its notes are like the pieces on the chess-board ; 
harmony, by investing them all equally with powers of its own, 
would make them like the pawns. Hence the serious menace to 
Indian music of the harmonium, which has penetrated already to 
the remotest parts of India.^ It dominates the theatre, and 
desolates the hearth ; and before long it will, if it does not already, 
desecrate the temple. Besides its deadening effect on a living art, 

1 There is one curious point of contact, the more curious that any direct con- 
nexion is unthinkable ; the Chippewas draw a picture of a tune, by the help 
of which another man can sing it, and the Hindus set store by their RagmMas, 
sets of paintings of gods or men affected by the passion which the particular 
Rag expresses. See also Ex. 467. 

2 That in virtue of which they took their part in the mode as vSdi, samvadi, &c. 

3 I was present for an hour at a concert in Trivandrum at which this appalling 
instrument never ceased, and I found in the Salt Eange (Northern Panjah) 
a ‘ Teacher of Song and Harmonium \ 
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it falsifies it by being out of tune with itself. This is a grave 
defect, though its gravity can be exaggerated; it could also be 
lessened by a revised tuning. A worse fault is that it is a borrowed 
instrument, constructed originally to minister to i,he less noble 
bind of music of other lands. It has taken a century to invent 
and perfect the pianoforte; if she must have the fatal facility of 
a keyed instrument, India could well spare a century or two for 
inventing something that sliould do justice to her music. 

The question as to what foreigners are to make of this music is 
still more difficult. To add harmony to it is to kill it; and yei. it 
is impossible for Eurojie to understand melody except in terms of 
harmony. Harmony has been successfully added i-o songs whose 
musical thought is nearer our own in Stanford's huh kSongn or 
Bourgault Ducoudray^s Chansons de la Basse liretaffne. But are 
the Chansons de la Grece et de VOrieui a complete success? And 
is the problem quite so simple as Herr Polak’^ supposes; tliough 
he exhibits the curiosities of Indian music, does he convey the art ? 
It is quite possible to select, as Lady Wilson ^ and others have done, 
those songs which have definite cadences— and there are a few— or 
even to invent cadences for those which have none, to giv(^ them 
a frankly European dress, and to suggest the kind of mood in wlu'ch, 
a foreigner listens to Indian music. That is a definite thing well 
worth doing; but it does not bring one any nc^arer to jui uiuh^r- 
standing of the indigenous art. The best authorif.ice on Bengali say 
that it is untranslatable, and one has heard the same of Sanskrit; 
and there seems to be no way of understanding the mtisic ex<‘.ept 
to set to work and learn its language. 

We now examine a Rag in practice, and for tins purpose take one 
of the commonest — Yamankalidn. Of the three instances here given : 


l^amankalito. 



1 me Sarmcnisirung iniischer,-.mrklsch»r xmd japanischir Uelodim, Ulpjslg, i»05. 
Five Indian SongSf Paterson <fc Sons. 
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'fclie fiirsiii is a Svara/oarta^ an exercise sung to the Smras (Sa, Ri, Ga^ 
&0-) vxsed as a teacher’s model of the Rag; the other two are simple 
Bong^s .for children. We learn that the E is made prominent by the 
xxxelodjr circling about it, or stopping there; that the passage E~G 
ox- <3r — ^lE may be taken as a leap, but that if the movement is slow 
£trx IFJf is inserted as a grace-note (not an Et5) ; on the other hand, 
:aLXX jP be-tween two E^s is always made natural. Of the following 
song's^ ^ JDukhera beshe ’ is a hymn of the Brahma Samaj ; I do not 
Icxxo w* ‘wTny the mode is called muhra (mixed). ^ He mora debate ’ 
is a* poem. Both are KlfgdU, and by Rabindranath Tagore. 
* Uadi o illah’ is a Thmri from Benares. It was sung to me by 
a, IMIoliammedan in Bombay with very genuine feeling. The words 
Hindostani. The Rag Kalydnl does not differ much in this 
psLirtiioixlar melody from ImanJcalidn^ except that occasion might 
^riso;, l>xi.t does not, for FfiU 


SamSj. V. 40. Mishra Imankalian. Jhampa. 
D. (3 + 2.) « ■« 125. 








Dii-khe-ra be-slie e-se-clihaba-le to-mS-re na-M da-ri-babe. 



-y bya-kba to-mS-re se - kba ni -bi - ra ka-ri kba - ri - ba be 
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Ma-ra-na ru-pe a • si - le pra-bhu cha-ra-na kha-ri ma- ri-Tba lie 



Ye man ka-re dao - na de-kM to-mS-re na-hi da-ri-ba ho 



Na-ya - ne a - ji jha-bi-ccha ja - la ja - ru- ka ja- la na - ya-ne he 



ba-ji-cchabu-ke ba-juk - ta-ba ka-thi-na bal-ri bau-kha-ne he 



Tu-mi se a-chha ba -kshe kha-re ba-da - na ta - ha ja - nak mo - re 



Cha- ba-na ki-ccha ka - ba- na ka-kha cha-hi - ya ra - ba ba- da-ne he 

Na-ya - ne ta - ji jha -ri-cche ja - la jha - ru - ka ja - la na-ya-ne he. 



(The translation of ‘ Bukhera beshe by Upendrakisor Ray.) — Though thou 
comest in the garb of war, yet shall I not fear thee ; rather shall I hold 
thee tight to the place where it hurts. Though thou hidest thy face in 
darkness, yet shall I know thee. If thou comest as Death I shall clasp thy 
feet and die. In whatever manner thou showest thyself to me, I shall not 
fear thee. Tears fall from my eyes to-day : let the tears fall from my eyes. 
My hurt aches in thy hard embrace : let it ache. Let that pain tell me 
thou hast me held to thy breast. Nothing shall I want, nothing shall I say, 
but simply keep my gaze fixed on thy face. Tears fall from my eyes to-day : 
let the tears fall from my eyes. 

Imankalian (Tonic F). Ektala. J « 70* 


Astai. 

^ p ^ ^ ^ CWt. -asES 



— J* J"^]^ 


ririj — p 

3 

Hi 


267.S 

Cl 

He mo-r(a) de - 

ba-tSi . 


• b 

ha-r 

y'-a e 

de 

- ha 

prSn 











168 


EAGA 





■ p " 

■ 


A-ma-ra mH - jha-ro 






ni - jo - ro ka - ry - a dan 
m 

I 


He rao-r(a) do - ba - ta. . * 

(The poet’s, and composer’s, own translation.) —What divine 
wouldst thou have, my God, from this overflowing cup of my life ! My 
is it thy delight to see thy creation through my eyes, and to stand ? 
portals of my enchanted ears silently to listen to thine own ettu’nal barn 
Thy world is weaving words in my mind, and thy joy is adding mu 
them. Thou givcst thyself to me in love, and then feelest thine own 
sweetness in me. {OtUlnjalt No. 65.) 

Kalyanl. d.«40. 

p Motto adagio^ 

L ffi Ea; 


six. 


dir^r:: 




;l:i« 




Ha 


dl e il * lah 


Ha 




- « di 0 il 


“ hi - ba Sa 


- hi 


lah Sa 



- kl ma ha « U*man hiT 


li-man Pi ka 



Mighty is God the Lord. 0 Lord God, from Iheo coincth mil 
Mighty, Almighty, All-knowing, All-loving ! Day by day thy holy pr 

is nearer to us : in the darkness thou art near us. 


The melodies 'Dulihera beshe ' and ' Hadi e illah ' do not 1 
much as some others in notation : if they are sung with a littl 
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and goodwill some impression at least will be conveyed of tlieir sin- 
cerity and quiet fervour. ^ He mora debata ^is perhaps more difficult ; 
the melody will strike a European at first as running up hill only in 
order to run down again. There is a great temptation to regard 
the close as in A minor and to supply a G harmony to the fourth 
bar ; and these temptations must be firmly resisted. The fourth 
bar rises to the tonic (not the seventh of G) through the ^ strong * 
notes A and E (not C) ; and an E pedal must be held on in order 
to get the plaintive character of the close 



(not at all unlike that of the Sixth Ecclesiastical Tone) which is on 
the ^ strong ’ note and therefore in a sense a ^ full ^ close, but which 
is not the tonic, and therefore points away, as it were, to something 
beyond it. Also the I'hythrn of the ninth bar is difficult. The 
eighth and ninth bars are taken as one sweep of melody and in strict 
time, but witli the prosody of the words crossing this time in the 
ninth bar, as if it were 



Sadh jai ta-ba ka . bi A-ma-ra 


It offers just that sort of pleasure which we get in lines of blank verse 

— Ddncan is in his grdve ; 

After life's fitful fever he sleeps well ; 

Treason has done his w<5rst ; nor steel, nor poison, 

Malice donnSstic, fdreign Idvy, ndthing 
Can todch him further. — 

where the assertiveness of the individual words fights against and 
yields to the compelling calm of the metre. 

The next thing is to consider the list of Rdg^ as a whole. We 
notice that they are re-entrant : that is, they return upon them- 
selves after making the full circle as, by an accepted adjustment, 
our keys do, but as our modes do not.^ The order here adopted is 
to show this ; it is not the order of the native treatises. Any point 
might have been, and the simplest form of our major scale is, taken 
as the point of departure. Nos. 1-5 are transilient, and modes of 

^ These ref use to admit tlxo Locrlan, bo that there is a gap bet ween the Lydian 
at one end and the Phxygian at the other. 



170 


RAGA 


each, other. Nos. 6-8 transitional. No. 9, the major scale. Nos, 
10-14 substitute Bb for Bfl. Nos, 15-21 flatten the E as well. 
Nos. 22-5, the Bb and Eb are fully established. No. 26, anoma^ 
lous. Nos. 27, 28, A flattened. Nos. 29-31, thoujyh they seem to 
show a good deal of licence, are really transitional between the two- 
flat and the four-flat seale.^ Nos. 32, 33, Db (of some sort) 
established. At this point the European circle of modes stops, 
because the next modal shift would flatten the G. This mode with 
a flat Fifth will be discussed later under Sclma7i chant. The 
proceed, after reaching four flats, by sharpening the leading note 
to the tonic and then the leading note to the Fourth as wcll.^ 
No. 34, Btl. Nos. 35-8, Bt], Etj. No. 89, a tentative sharpen- 
ing of P, as the leading note to the Fifth, Nos. 40, 41, tine F 
sharpened instead of the Eb. Nos. 42-8, all three leading nott^s 
sharpened. Nos. 49-52, after a little remaining hesitation over 
the Ab and Dl^ we get back in Nos. 52-68, through the Kalidm^ 
to the place we started from. These sixty-three are only the best 
known out of some hundreds of liagfi ; but to have shown them all 
would only have taken the principle of re-entranco to another place 
of decimals, as it were. 

The lidffs have been arranged in this way not merely to obtain 
a symmetrical system, but also to bring otit an essential point. 
They fall, in the first instance, into nine or ten groups, of whicih 
the centres are perhaps : 


1. Bhupkalim* 

9. Shankardhharana* 
14. Jhinjoti, 

23. Kdfi. 

28. Amvafln 


32. Bhairavi^ 
37. BhaitaVn 
44. Bamut. 

60. Pufiahallditn 
63. Kalian. 


But secondly, each group consists of an average of seven lidg^i (out 
of a total of sixty-three ; out of a total of 600, an average of fifty 
or sixty). And a Bag gets its special flavour not so much from its 
being just what it is, as from its not being something else, closely 
allied to it, which is present all the time in the musician^s con- 


^ There is the same sort of hesitation abont our Aeolian mode which fr6<j[iiently 
shows a Dorian sixth and a Phrygian second. 

* Whafc has hitherto been described as successive flattening might, of course, 
have been taken in reverse order and described as sharpening. The two are 
the same thing looked at from different points of view. 
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sciousness. Any one can hear the difference between, say, Jhinjoli 
and Bhairav ; hut the more of a musician a man is the more he 
can hear and enjoy the subtler distinction between, for instance, 
Jkwjoii and Desk, or the still subtler between JUnjoti and Tilang. 
It might appear that as a given Edff is taken so differently (see 
Nos. 27-9, 46) in different parts of the country these distinctions 
do not much matter ; but it must be remembered that the distinc- 
tions are accurately adhered to in any one district, or by any 
particular school; and that it is of no use to test the songs of 
Bengal, for instance, by the system of Gujarat. And some of 
these characteristics are so strikingly beautiful as not easily to be 
missed, or to be forgotten, even by a foreigner : the strong legato 
from r# to E in hmnJcaUdny for instance, or the pentatonic sug- 
gestion of Biihdgy or the plaintive alternation of the two B^s in 
Kluwidjy or of the two E^s in Kdji, or the old-world sound of the 
scale of Kdnadd, 

t 

In No. 59, Jlamlrkalldn^ the sharp Sixth (A) appears. It is 
sounded very likely in others, but I could get no certain information. 
Similarly, the eight with exceptional intonation given in 

Appendix II is probably not a complete list ; they are merely those 
of which the true intonation has been preserved in one part of the 
country, Gwalior; at Calcutta, for instance, I heard of Amvarl 
(No. 28) as being of exceptional tuning, but of none of these; 
and Mr. Clements gives other instances from the Deccan. 

Express mention is seldom if ever made in the books of the Drone. 
It is taken for granted of course ; though, to those who have never 
heard it, it is not at all an obvious concomitant of melody. 

In fact, at first it is a little confusing, even irritating; bxxt one 
gets to discount it as readily as one does the hammering of the 
pianoforte keys or the scraping of the violin bow. It is there not 
only because without it, CBpecjially with quarter-tone scales, the singer 
would feel, as a Benares musician said, ^ like a ship without a rudder/ 
but in order to consolidate the melody. Not that a song cannot be 
sung without it; a ryot returning from his work, or a mother 
ntirsing her baby, does not have first to go and fetch a tambura ; 
but, as the boy said when asked why he had godfathers and god- 
mother at his baptism^ — ^ because, I suppose, it makes it a sweller 
thing ^ The drone may be a drum, carefully tuned, or two drums, 
in unison or at the octave, or the drone strings of the ^nd ; but is 
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as a rule, and with the best singers, a iamhira^ a large t'wii-shaped 
instrument, with one gourd (sound-board) instead of two, and witli 
open strings — two or three Sa's and one Pa. The drone strings of 
the vlnd and midr or of the ntrhaliar^ a large midr common in 
Bengal, often have amongst them one tuned to Ma, atid there is, 
curiously, no objection to the Pa and the Ma sounding together. 
The effect of this may be heard in the ^ wilderness ’ part of Granville 
Bantock^s Omar Kliayt/dm, 


Turkomani melody. 

Chorus. Tenors and Bassos. OiLi^^viLLB Baittock. 




* 
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But they avoid putting either of these notes on the drone if 

the Bag which is being sung omits it. Thus, for BibMs they would 

tune the Ma to ‘Ga, in spite of the ^ thick ^ effect of a major Third 

so low in the compass ; for Malkos, in which there is no Pa and the 
b 

Ga is an E, and neither this nor E would be available on the drone 
(which must be as consonant as possible), the Pa string would be 
tuned in unison with the Ma string; and it is only for the Euro- 
pean that the re-inforced Fourth of the scale upsets the tonality. 
The strings of the tambura are long and sonorous, and the Fifth 
overtone (Ga) comes out very clearly from the fundamental what- 
ever the other strings* may be ; and this still further adds to the 
dissonance of the Fourth. It is curious, too, that the Bt] and Di? 

of Bhairav^ and the and Dj; of Tocli should be sung, and evidently 
with special pleasure, against a C drone ^ ; it recalls the cadence of 
the Organum : 





(except that it is the C which is stationary, and the D comes down 
to it) ; and the dissonance upon a strong beat of Descant : 



* 


(except that it is much more common than that apparently was). 
Thus the drone is of considerable use too in forcing a strong appog- 
giatura, which is the peculiar, perhaps the only, melodic point of the 
snake-charmer^s pipe : 



About the simultaneous presence of Ma and Pa in the drone 
a word more may be said. It is interesting that the ‘ consonance ^ of 
the whole tone which appeals to the Hindus was one which the 
Greeks recognized too,'-* and we see that it is the logical outcome of 
quintal harmony. That the appreciation of the whole tone is 
historically prior to that of the major Third may also be gatbered 
from the form of the pentatonic scale which may be pronounced 
typical. This is not 
‘ Cp. tho laafc chord of tho Matthew Pmsion, 

® See Gewaert, La Mmique de VantiquiUf vol. i, p. 98, and WofltphaX^s edition, 
of Plutarch's L$ Muska, p. 40. 
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JBMpkalid)i Kx. 

275- 




but Sdranff 

276. 




or AralJll ®3C. “HI • - 

277. jEp— 

and these entail no harmony except that of the Fourth and its 
derivatives, among which the whole Tone. Indeed the construction 
of the Sa-^gnmia and Ma-grdma (see pp. 109 foil.) point to a stage 
of Indian music when the Pythagorean Third (derived from the 
Fifth) was being exchanged for the harmonic Third (heard directly) 
which has left its impress in this and other ways on tlie national 
art. There is of course no hesitation about this interval (the 
harmonic major Third) nowadays. A singer when preluding often 
touches the common chord of the key note, and will do this even 
when the Third of the Bag he is about to sing is minor. 

What, then, are the main differences, if we consider melody alone 
without rhythm for the moment, between tliis music and ours? 
First of all the song is cast in one definite mood throughout. This 
mood calls up associations, imnamcable, but yet distinct, of similar 
song heard under similar circumstance; so mudi so that to t<‘ll an 
Indian what Bag a singer cliose on such and stich an occasion is <x> 
tell him a good deal about the song. We have no similar chissifi- 
cation. We have plenty of ^mood ' in our music, but we use it to 
articulate the balance of the song, not to differentiate one song 
from another. 

Secondly, in the chosen 'mood^ {^^ 9 ) notes stand out from 
each other as clearly as the faces of our friends do to the mind^s 
eye. One of our systems describes the Third of the scale as the 
^ restful ^ note, the Fourth as ' awe-inspiring another note as 
* desolate \ another as ** enterprising h But in this music any given 

^ Miss Gilchrist also (Fotk-semg Sooidy Journal for 1911) makes out the original 
Scotch pentatonic to be 


H 

9—— 

s 

:::::::: 




On the other hand, Frances Donsmore (Chippowa Mmic^ Bureau of American 
Ethnology, 1910, p. 9) shows the typical North American Indian scale to be 
what is here called Bhupkalian, and next to that Mm Gilchrist’s form. (These 
two are Helmholtz’s < Fourth’ and ‘Second’ form of the pentatonic.) 
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note o£ the scale may be any or all of these according to the ^ mood ’ 
in which it occurs. Its character depends not on its pitch relation 
to a tonic only, though it does so depend partly, and on its relation 
to the temtma of the song, which we also feel to be part of its essence 
(though the, to us, more important distinctions of harmony largely 
cut across this), but also on the extent to which it is ew officio a sub- 
stantive or a passing note. The whole scale is made up of a hier- 
archy of notes ; so that the passage from G to A[7, let us say, is 
not merely an exaltation of pitch, nor merely an exchange of the 
perfect consonance C~G for the imperfect C-A];, but a passage 
from a stable to an unstable note of the scale (for Al^ may under 
certain circumstances become At|) and from a permanent to a tem- 
porary (for the Ab may be altogether omitted, or omitted in certain 
conditions), or from a note of universal application to one which 
requires special treatment (for the Ab may be used in descent, but 
not in ascent). 

An instance, Bag Keddra, 

£!X. 

27a 

as used in the following melodies, slightly different from the version 
given in the list of Bdg^. The A is lightly touched, the E still 
more so. The F is predominant {amK^a), the F# is used in Munca 
iicta^ i. e. between two G^s. In the jfirst melody the Hb, in the 
second the Btl, is adopted. In both the E has a special treatment ; 
it is used only as a pendant to the F. The scale is seen to be a 
filled up Bdrang^ 



but with the amh at F instead of D. 



Rag Kedara. Metro, Vasantatilaka 

TaL Mant. — 

Andantino. J *« 92 . 

Ha chan - dra ma u - ga - va la ga - ga - nh pra • dl - pa 


Kx. 

280.:}E3t:S 
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I 

I 

i 

I 

! 

t 

! 





ja - bo la - ba na - no A •• oho - na a - si - ma 

j yJr -J -F f -■ --::i 

an - dha - ro • . Ko di - la a bar a - ghat. 

N.B. — Basanfca « spring ; Moglia «« the rains. 

It seems possible that closer investigation may one day discover 
in the European mediaeval modes, i. e, in the melodies which were 
sung in them, the counterpart of this distinction between ^ strong ^ 
and ^weak'’ notes. When Luther, discussing the Churcli tones, 
said ^Christ is a gentle Lord and His words are lovely; therefore 
let us take the sixth Tone for the Gospel ; and since St. Paul is 
a grave apostle, we will set the Epistle to the eighth Tone we can 
hardly believe that the peculiar flavour wliicdi he was cons(nous of 
in these tones proceeded merely from the substitution of the notes 



Each tone, or mode, must have had its individual notes charac- 
terized far more than appears from the mere formal statement of 
them. In this statement the relation of the amia (Eeciting note), 
marked (=), to the drone note (Final), marked (x), is the only 
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discernible characteristic. Bat the other notes mnst have had felt 
relationships analogous to those of Indian Udga. Amongst these one 
or two may be mentioned. It is common to find Dorian melodics 
with the sixth of the mode flattened; a common beginning was 



This is, of course, Musica jicta, a B flattened between two A’s. 
But why did Musica ficta confine itself to one or two special 
positions of the scale like this ? We should not find, for instance, 



* 


It can only have been because in the Dorian the B was felt as a 
‘ weak ’ note, one which was touched lightly, or was alterable, or 
alterable under certain conditions. Again, modal melodies will be 
found to slip easily into the C major triad, making C a ' strong ’ 
note. Many Dorian melodies drop accordingly one place below the 
tonic at a close : 



or Aeolian melodics begin naturally with a minor third : 



and Phrygian substitute a C for a B as the ' dominant ’ : 



# 


Of course the theoretical rules aliout Dominants and Participants 
state all thi^, but they do not make the point clear that the under- 
lying feeling of the mode proceeds from the fact that each indi- 
vidual note has a character of its own and that a melody takes 
a certain tinge or flavour from the cumulative effect of these. 

We can see also why the C major mode was out of favour : it did 
not supply what was most valued in a mode, the antithesis of the 
Pinal (in this case C) with the ‘ strong ’ note (which was, in all the 
modes, C). It is interesting to find that in India the major mode 
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pure and simple is at a similar discount. Still the Indian Mags are not 
so closely parallel to the Ecclesiastical modes as to the Greek ; for 
the former lay much more stress on the Fifth, whereas in the latter 
the Fourth is the principal factor of consonance : in the Ecclesiastical 
a rather firm line is drawn also between authentic and plagal modes, 
a distinction which is on the whole foreign to Indian music. 

Thirdly, as a result of this individualizing of the several notes of 
the scale to form a Mdg^ repetition at different levels, ^ imitation 
is rare. Exact imitation can only take place in similar tetrachords. 
And though the majority of Mags are composed of tetrachords of 
which the constituent notes are similar in pitch — both are of the 
form tone, semitone, tone, or both of the form semitone, tone and 
a half, semitone, and so on — the two tetrachords are seldom identical 
in the character of their constituents. In the instance just given. 
Ex. 281, if the A is touched lightly its corresponding note, E, is 
touched still more lightly ; the F is a substantive note and the FiJ 
a passing note, whereas the B|; and Bt] which correspond to them 
are equipollent alternatives. A piece of imitation, therefore, in the 
two corresponding parts of the scale would not really be correspon- 
dent j hence we meet with only a very limited use of imitation at 
different levels. 

Again, our melodies tend to circle round the notes which are 
harmonically related to a tonic, as we see if we take melodies which 
have more or less the same motive — ^here, a downward passage 
through the scale : 

Andante* S. S. Wesley. 

Ex. 

290 . 



Andante moderaio* 


BbJlHMS. 



AUegro, Beethoveit. 
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Allegretto ma non iroppo. BErrmovjsjr. 




MENDUtilflOHW. 


An Indian melody setH no store whatever l>y any progress through 
notes which suggest harmony ; on the contrary, it movijs as far as 
possible by step, and notes which are harmoni(‘ally related <! 0 im^ <iuitc 
xndifEerontly upon the strong and the weak places of the rhyiJnn. 

Another point in which the tunes Just given would he un-Indian 
is the progression through the whole octave. An Indian melody 
confines itself to one part of the scale, and ^establishes’ that— 
generally the lower part — first, and follows this by a passage in tlie 
upper part of the scale. Ex. 12 (1 and 2) is exceptional enougli to 
prove the rule. 

On the whole, then, Indian Eaff and mediaeval mode are inter- 
esting, as human beings are who consist of ' strong ’ and * weak * 
points, so that we often do not know which wo like them beet for, 
or whether it is not rather for the interplay of both. 



Allegro xkaoe^ 

ir 



CHAPTEE VII 


GRACE 

Bot, That will ask some tears in the true performing 
of it : if I do it let the audience look to their eyes. 

Midsummer Nighfs Dr^am, 

Music has been called a nniversal language^ and no doubt^, in 
the deepest sense, it is. But just as no one language can really be 
common to all peoples because it will be pronounced differently in 
different mouths, so the very same notes will be sung by different 
throats in such a way as to be unrecognizable to us. This is con- 
spicuously the case with Indian singing, in which all the distinctions 
of colour which we should get from notes in simultaneity lias to be 
extracted from notes in succession. A note, G, has for us hundreds 
of different colours according to its harmony, such as, for instance : 



not to mention the cases where Eb is not the bass, or (> not the 
treble, or the parts are more or less than four ; while the passage 
from G to F admits of only a few variations, 



and the like, singly or in combination. In Hindu, and probably 
in all purely melodic music, the single note as such is itself and 
nothing else, while the passage from one note to the next has 
a number of possibilities by way of grace-note. 

We think of grace-notes as something which may but need not 
be added to the note, not as something actually inherent iuit. If 
cultivated for their own sake or used at all in excess they are 
regarded by us as meretricious. We remember with a smile 
Mendelssohn’s trombone-player who announced the theme of the 
Lohgemng Overture as 
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or we laiigii witli Spohr at his Italian horn-players who supplied 
obvious omissions in his score by their contrappunlo alia wentey or 
on our own account at an occasional festival singer who ornannnits 
penultimate notes into consecutive Fifths with the bass. The trills 
of the voice leave us cold, the ^ turn ^ in ^ Rienzi's prayer ' spoils 
a rather dignified tune, and the family of double appoggiaturas in 
harpsichord muKsic enjoys at best a sort of micch freHllme, 

Indian ^ grace** is different in kind. There is never the least 
suggestion of anything having been ^ added* to the noi,e whi(»h is 
graced. The note with its grace makes one uttcraiuui, ol)j(H*t 
of grace is, of course, to add importance to the particular nok* ; but 
tbere are such varying* degrees in which this may be done thai, the 
whole system of gamak,^ the general term for the thing, becomes 
an elaborate vehicle of light and shade. It brings the notes of 
a melody, as surely as the various light and shade of a pieturii 
brings the contours of the face, from the fla,t into the round ; 
which again is precisely what liarmony docs for them, by assigning 
to the successive notes varying degrees of consonam*c. 

There are nineteen*^ forms ot gawak, or, omit, tang minor dis- 
tinctions, a dozen. For pra(di(‘al purposes tlH^se may be ref(‘rred 
to two main types, on stringed instruments. 

The first sort is formed by sliding {ghamiijn^ ^ ru Idling ’) the finger 
along the string, in either or perhaps in both directions. It differs 
from what we arc accustomed to on the violin only in being more 
freq^uent and more spontaneous. The other sort is unknown to us 
and is not possible nowadays on our instruments.'^ We set store 
by a rich, full-bodied tone ,* and for that and other reasons we 
prefer a comparatively thick string at a high tension to produce 
a note which in India is produced on a thin (and longer) string at 
a low tension,^ A lateral deflexion of any appreciable extent 
would set one of our strings out of tune by forcing the tuning peg 

^ Pronounco ^gtlmmuck^ 

2 See the Eagavibodlia in R. Simon’s Notationen dott Somandtha^ Munich, 1903. 

® Except on a small scale on the praotioally obsolete clavichord. 

* A long thin string is divisible into a largo number of nodes, and the corre- 
sponding upper partiala givo, incidentally, to a note which is somewhat doilcient 
in body a peculiar glitter and brilliancy. 
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from its position ; indeed, we often see a violinist talcing advantage 
of this fact when tuning his instrument. But an Indian string 
can be deflected a good deal without disturbing the peg. Tlie 
stopping finger of the left hand makes ^ the note, which the right 
hand then plucks; and while it is still vibrating the left hand 
deflects it and, of course, sharpens the note. If the note is stopped 
near the nut, only a slight sharpening, a semitone or two, is possible ; 
but if it is stopped in the middle of the string, a sharpening of as 
much as four or five or even seven semitones may be got. A good 
?Jw^?-player prefers to get his notes in this way, much as a violinist 
would rather play in the third position than in the first. To get 
an E, for instance, he will ‘ stop’ at the B or the C or the C# fret 
and instantly deflect the string, so quickly, in fact, as almost to 
deceive both the eye and the ear of the listener. The ' deflect ' as 
we may christen it (the Sanskrit word is dolana, ‘ swinging ’) imparts a 
wonderful flexibility to the execution, and demands, of course, an accu- 
rate ear for its successful performance. The ^ slide ’ and the ‘ deflect ^ 
are known in Hindostan as GJiamf and M%7id, in Bengal as Afsdi and 
Mlrhj in the Carnatic as DJiara and Varek, and by other local names. 

But the with its congeners the mtdr and mi>T})ahdr^ is only 
a younger brother of the ^ vlnd of the body \ the voice. It cannot 
rival the voice in one notable respect, the passage at will from 
loud to soft or from soft to loud. It is true that Indian singers 
do not make so much use of this advantage as they might, or 
rather they do it in a different way from what we might have 
expected. C'mce^idos are but seldom spread over several bars so as 
bo lead to a climax ; they are used rather to assist the grace-notes 
in their work of rounding the edges of the notes of the melody. 
In this, as in other ways not confined to music, Indian art aims 
rather at elaborating detail than at corroborating the lines of 
structure. 

It is in the grace-note that the unusual intonations, which were 
mce no doubt commoner in the lidgn than they now are, still 
survive. A grace seldom consists of the diatonic notes of the 7i%, 
IS is obvious from the description just given, Conscciucntly it is 
impossible without a very elaborate notation to give a true picture 
A it. There is the less need to do so sitrcc, even if it were faithfully 
presented, it would be impossible for European throats or fingers to 
perform it. Still an attempt has been made to hint at it. In the 
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following example the crotchet heads representing tlie grace are 
attached to the substantive note by a slur. They are, indeed, placed 
upon a definite space or line, but must be taken only to suggest the 
place where the auxiliary notes begin and the sort of course they 
take. The heads without the tails of the notes are given because 
the time is variable and entirely at the will of tbe singer, wliieh is 
influenced by the context in which they occur ; but also in order 
to remind the reader that they are subordinate in a si)eeial sense to 
the substantive note. They occur after the note as well as before it : 

Bag. BhainiU. Tal. Tovra. (Sovon crotcliots, S + 2 + 2.) 

Kaiundranatu Taooke. 


lento. Jai70. (Xlyinn.) 







The music of the Scotch bagpipe, the general effect of wbiidi is 
not at all unlike Indian pipe tunes, is, however, graced on a radi- 
cally different principle from that of Indian ffamak The scale of 
the bagpipe has preserved an unusual intonation, similar to, but 
not the same as, the Indian. This scale is described in drove’s 
Dictio?iary as : 


Scotch Bagpipe scale. 



i.e. as, practically, a three-quarter tone scale (which is decidedly 
rare in India, and as Ellis ^ points out is very nearly the same as, 

^ ^ Musical scales of various nations,’ Journal qf the Society qfArU, March 27, 1885. 
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and is probably intended for, tlie Arabian ZalzaFs scale^ ^lenliaqali). 
But its grace-notes are entirely diatonic; and, what is more sig’nifi- 
cant, they are used not to soften the transition from note to note 
of the melody, but, principally, to intensify them by a rudimentary 
harmony. This may be seen in the ^Cock o^ the North*, taken 
from M^’Kinnon’s Collection of Pijpe-mnsic : 


The Cock o’ the North, 



More accurately, for thorn who aro intoroHtcKl in such matters, the bagpipe scale 
may be given in cents (i.e. of a semitone). 

C cl F F| 

(Just scale 0 204 880 408,500 702 884 00(1,1088 1200 

From G ^ 

iBagp. scale 0 101 888 582 085 804 1044 1200 

GAB 0 1) E F G A 

0 197 841 495 708 858 1009 1200 

0 204 810, iio 498 702 slCiii 990 1200 

C C# F F| 


(Bagp. scale 

From A 

I J uat scale 
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The true representative o£ the Indian instinct is found, in 
Europe, amongst the Magyars, as we should expect, of course, 
from the close connexion between the Eomany and Hindostani 
languages. And if the Magyar grace-notes have, in their native 
purity, the microtonic intonation, some of their figures 



might, with a little less insistence on the rhythm, pass for Indian ; 
and their favourite metre, Lf , is quite in the Indian style, 
and an example of it is to be seen in the song ^ Akla chalo ’ on 
p, 93, Ex. 177. 

At the end of the RagavihocUa are given fifty examples of the 
use of gamalc in fifty separate Rags, and with the help of Herr 
Simonas book (p. 182, note) and a knowledge of the Hindostani 
Rags it is possible to decipher these. The time, however, presents 
difficult 3 ^ The indication, and the only indication, for all the 
examples is the word dinmatra, which means ^general tirne^, and 
refers, no doubt, to the Aldjja or ^preluding in the 2Ug \ But time- 
less music is unappetizing and difficult to read ; so bars have hero been 
added, and the crotchets and quavers arranged on the assumption 
that a graced note is longer than one ungraced. It must be clearly 
understood, however, that these time-values have no warrant in 
the original. The example chosen is in the Rag Vasanta (= spring). 
This Rag is endeared by its associations, which, whether they arise 
from it or not, are those of its name. It has also a strongly 
marked character. It is the E~f scale with the G flattened : the 
C is lightly touched, and the salient notes are A and E, which 
it will be noticed alone bear the trill; the D of this Rag is 
generally held to be natural, but is sometimes given as flat (see 
the list of Rags on p. 151, though it differs in some particular 
from each of the versions there given). Perhaps it may be pos- 
sible to realize some of its strange beauty by playing over the 
notes without the graces three or four times till they are familiar, 
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and then singing or whistling it with the graces ; hut until it is 
heard in its native land the strangeness will probably remain more 
credible than the beauty : 


Vasaiita. (i.) 
Tonic F. 





The example of Vasanta was selected mainly because this par- 
ticular one was curiously misinterpreted in Sir William Jones's 
article in Asiatic Researches, and has been so reprinted by others. 
It was written out in an ordinary major key (A major) ; no hint 
was given of a ffawak from beginning to end ; and on the strength 
of its rhythm (as not given in a book of 1609) it was suggested as 
the melody of three of the songs in the Gita Goviuda of the eleventh 
century (whose musical rhythm was not established by the poetic 
metre). Thus : 


Yasanta (ii). 



La - li - ta la - van - ga 


la - ta po 


- ri - bI - la - xxa 





^ 



ko - ma-la ma-la- ya sa - ml 



ma-dhu-ka - ra ni - ka - ra 




- ram - bi - ta ko - ki - la kd - ji - ta kun - ja ku - tl 
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The typical form of composition which exhibits ‘ gratjc ’ in all its 
glory is the Mohammedan Tap'pa, in which melodic flow and rhyth- 
mical structure are so veiled that it has seemed worth while to give 
them in a simpler statement in the stave below : 

Tflypo. Eilg Kliainflj. Till Tinial. 

AndivntQ con moio, J 70 . 
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The numbers over the bars of the skeleton tune represent the beats 
(see Tat). The graces are here written out in full, because abbre- 
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viations would have been confusing^, and on the diatonic notes so 
as the better to be taken in at a glance. 13 ut if the g^iace ot bar Sy 
for instance; were put; as it werC; under an aural inicroHCope the 
real sounds would appear something like this : 



with other passage notes in between which can be mentally supplied. 

Grace is so natural an accompaniment of any non-harmonic music 
that it may seem idle to search for a reason for it. Yet in the 
music of India it is so elaborate and so integral a part of song that 
it is tempting to try to account for it in some way. It seems as if 
the language may have been at least a contributory cause. When 
two vowels meet in Sanskrit, except in a few special cases they 
coalesce ; and the compound thus formed was marked in the lUgveda 
with the circumflex accent called Svariia (^sounded'), which had 
half a dozen or more names according to the particular vow<ds 
which were in question. When the Itigveda accents (there were two 
others) were employed in the Sdmaveday that is, in tlic chants to 
which the lligveda was sung; they took the form of musical notes ; 
and the Svariia in particular was a high note with ^ grace ^ at, ta, died 
to it. It is natural to conclude; therefore; that the ^ deflect \ as we 
have called it when it appears in instrumental music, rc^presents 
that ^ grace’ and is traceable to this peculiar treatment of the 
vowels. 

When two consonants meet one is assimilated to the other so as 
to slide into it almost imperceptibly. Accommodations such as 
those in orihodok-^y and dog-may younk-skr and blag-gnard^ Sid-km 
and Stid-bnry, eks-tra and egz-awplcy and the like, have their counter- 
parts in Sanskrit; not only in the interior of one word, but (}uite 
as commonly between the end of one and the beginning of the next. 
It is the tendency to weld words together in these and other ways 
that gives perhaps its importance, as between notes, to that other 
class of grace; the ^ slide \ 



CHAPTER VIII 

TALA 

Language, Veesb, Musical Time 

From Helicon’s harmonious springs 
A thousand rills their mazy progress take: 

The laughing flowers that round them blow, 

Brink life and fragrance as they flow. 

Gray. 

Musical time is in India, more obviously than elsewhere, 
a development from the prosody and metres of poetry. The insis- 
tent demands of language and the idiosyncrasies of highly charac- 
teristic verse haunt the music like ^ a Presence which is not to be 
put by ^ The time-relations of music are affected both by the 
structure of the language, and by the method of versification which 
ultimately derives from it. Without pretension to any minute 
acquaintance with these, a sketch of their bearings upon musical 
time is here attempted. 


I. Language 

Those who spoke and speak Sanskrit have shown the delicate 
appreciation they had of minute phonetic changes. They have 
introduced modifications of the word to suit every emergency 
of context, and have recorded these with a precision to which 
Europe is a stranger. We may acquaint ourselves theoretically 
with the characteristics of the language, but it requires an effort to 
feel their effect and therefore to realize the force of the music which 
suits it. What we find difficult is to make a syllable long without 
putting a stress on it, or to put a stress at will on any short syllable ; 
we do not easily imagine the effect of a language winch is quanti-' 
tative and not (or only slightly) accentual. In setting such a word 
as Alakaldlla^ an Englishman would certainly put the fourth syllable 
on the musical accent, because he would think at once of AlracaMbra^ 
confusing duration with stress. It has been set in an Indian song : 
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Tal KGpak. 



A - la ka - la - 11a 1& - 4^ - 


and could no doubt have been pet in other ways provided the fourth 
syllable were longer than the others ; and we notice that it does not 
disturb the singer that the first syllabic, which is short, comes on 
the accent, while the two long syllables {fa) come one of them 
off and the other on the accent; but both are kept long, and 
all the short syllables are kept shoi't in the music. It is moreover 
set not in q, as the sound of the word would have suggested 
to us that it should be, but in which further throws a slight 
emphasis on the syllable because, as we shall sec, the beat 
comes there. Not that a long syllable invariably has a long note, 
especially if two or three of them come together ; but it does as 
a rule. 

In our poetry we do not know long and short, only stressed and 
unstressed Syllables. When Keats writes : 

Upon the sodden ground 
His old right hand lay nerveless, listless, dead, 

Unsceptred ; 

there is hardly a syllable that we can call longer than the others, 
unless perhaps ‘ground’. But there are several pla(?es where we 
pause between the words, making up a kind of imaginary musical 
time. We lengthen out the last syllable of ‘sodden’ because of 
the next word. If that word had been ‘earth’, ‘sodden’ would 
have gone quicker. As it is, a little more emphasis is laid on 
*■ sddden ground ^ than would be the case in ‘ sodden earth and the 
same thing happens with ‘ nerveless, listless where the difficulty 
of pronouncing one word after the other makes us pause a little at 
the termination and so throw a slightly greater emphasis on the 
root of the word. 

All this is unlike Sanskrit. If we could imagine these syllables 
to ocenr in their poetry they would all be long by position — 
sodden ground. ‘Nerveless, listless, dead’ would be altered to 
‘ nerveleh, listleh, dead the whole idea of the line being to run 
smoothly on as if it were one word, and not to aim at what 
we prize, the variety imported into it by the irregular stresses. 
Consequently rests are seldom written (except in order to break up 


TALA 


193 


the metre intentionally in a dramatic way) in any of their song’s, 
at any rate not, as we should, on account of the words : 


Tal idi. 



En-ta mud-d6 . . on - ta - s0-ga~s5 . . En-ta- 


A European would probably have put a rest at the end of each 
word. They appear to take breath when they want it^ not at the 
end of words ; but it would require an intimate knowledge of the 
various languages to be sure of this, 

II. Veese. 

Sanskrit metres fall into two main classes : (I) those which 
consist of quarter-verses {pdda) of a given number of syllables, and 
(2) those which consist of verses of a given number of feet, each 
foot having a given time-length which is reached by equivalence. 
The first arc called ^ syllable-fixed ^ (var'mvrtia), the second ^ time- 
unit-fixed ^ {mIfynwrUa), 

In the first class {varnavrUa\ when the pdda does not exceed 
eight syllables most of them are of optional quantity ; when it 
exceeds eight the quantity of every syllable is fixed. The typical 
metre of this class with an eight syllable pdda is the ^loJca^ the 
‘'flowing'* measure. The following lines constitute the first two 
Uokae of Bharata*8 Ndtj/aBHtram> (28th adhydi/n ) : 

tJltam caivavanSddlium cS. | gbilnam i5usii*um evti ca 
cSlturvWham til vijiieyam | iXtddyam lakHananvitSjm (1) 
tiltam tantrikftani jheyam | avanaddham tu pavisk3,rain 
ghitnam talas tu vljneyilli | s^iusiro vSiui^S. ev£L cil (2) 

The first two lines make a verse marked off into quarter-verses. 
Though the normal verse is a distich, an occasional tristich or 
three-line unity is, as in, Scott^s ballad metre, not excluded. The 
sense ends with the couplet, which includes, as in Pope’s heroic 
metre, both the subject and the predicate of the sentence. Out of 
the sixteen syllables in the line only four are fixed by rule as regards 
quantity. These are marked below the words in the example; the 
quantity of the other syllables is optional ; and the two lines of the 
Uoka are independent of one another as regards this distribution. 

But it is difficult to realize the prosody of a language which is 
not familiar. The scansion may therefore be illustrated in any 
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language which, like Latin, diKtinguishes quantity. The quantity 
of these particular lines is accordingly reproduced in the following 
rule for the versification of the ^ioku : 


Habent permdtatemquS • p(?iluni m5drimqtir* carmlnsl. 

Modls brevesque longiquc : miHcontfa- verntpelllbus. 

BreviB qnlntuB IdcuH, srmimo in • p(nir» duplex liuubuH ont.. 

Brcvi Idngave moment3» ; s^nantur vuce caetenl.^ 

Even this, however, is not quite satisfactory, us Latin does not 
convey the sonority of the nhiqnitous d sound in tln^ Sanskrit, or 
the final thud of such a word as lahamnvlf^m, which is inor(^ 
heavily stressed than the final of, for instance, pedum? 

The Uoka^ or anuHlnhfi with rog;ular stops is the most famous 
of all Sanskrit metres. There ai'e two other typical (‘xamples of 
a pad (I with 8, or less, syllables — the (jdi/atfi singinji ^ ') of 3x8 = 24 
syllables, and tbe (‘ hymn of 4 x 7 = 28, which like the 
have a large number of optional quantities and only a few fixed. 

When the pdda is of more than 8 syllables — as in tbe ImfuhA 
('with three stops and thaja^aU ('lively^), of 11 and 12 syllaldes 
respectively, and various others up to 21 or more syllables — all the 
quantities arc fixed. Couplets of these greater lengths arc usually 
written in stanzas of four lines, and tlu.^ lines are in modern poetry 
rhymed. Here is an instance of the irkiithh genus (1 1 syllabl(‘d) ; 
it has the poetical name of ' the thunderbolt of ludra ’ ( U pendnivaj ra)^ 
and is in Marathi (rhymed) : 

NiVheri nilbho-mamjrdil, vurt-raHi, 

Nit, tfinlka, phensM ha tilyatti. 

Nil candriiha, iiavM caliltahe, 

Nil ilnkit to, tIviirS. jtidfi. She. 

Metre, Xlxxjndravajra. 

^ — -•I'U «• \Jt mm W 

Not this the sky - vault, | but a II - (piiO o - coan j 

Not stars wo soo span glo, but flocks of nm - foam ; 

No moon a - loft glides,! but a ship; and those spots 

Masts, that the wind bends \ as she runs bo - fore it 





na-bho - ma^ - da- la vE 


ri - ra - it 


1 ‘The verses contain feet which are at once measured and flowing. Ixmgs 
and shorts are mingled by chameleon-like measures. The fifth place in short; 
there is a di-iambus in the last foot. The other syllables arc sounded either 
long or short. » 

When sung, the note to which it is set is hummed on the tn and not vocal- 
ized on the a. 
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"will be noticed that tbe line is composed of the first half of an 

^^Icaic (w — w ) and the second half of a Sapphic (w -w/ — w — 

j^TX^ there is a pretty story of Alcaeus having sent Sappho a line 
^hich began, similarly, in his metre and ended in hers : 

Alcaic, 

Tz ;; I 1 ' 

I-o-pl6k’ ag-na mel-li- cho-mei-de Sap-phoi' 

Sapphic, 

xsrToiich^ but for the fifth syllable, is exactly the metre Upe7iflravajra, 
It} does not spoil the grace of the valentine if we fancy that its metre 
■x%rsL& one of many Aryan memories that lingered on in the Hellenic 
430 X 1 sciousness. 

JJpendravajrd is read thus : 


Na-lien n2,l>lio- j mandala, | van-ra^i 

the arrangement of the words in the four lines of Marathi shows 
This is of the form + <5 + in which a' is a taken backwards^ and 
S is a well-contrasted member of the line. This suggests an 
iaateresting reading of the scansion of Alcaic and Sapphic stanzas, 
hoth of them forms about which it is difficult to make up one^s mind : 


Sapphic, 

lam satis ter | lis • nivis | atque dirae 
Grandinis mi | sit * Pater, | et rubente 
hextera sa | eras • iacu | latus arces, 

Terruit ] nrbem. 

Alcaic, 

Tides ut alta ] stet nive candidiim 
Soracte, nee iam [ stistinSant onus 
Silvae labo ran [ 

I antes, gelnque 
Flumina eon stite | 

I stiterint acuto. 

^ Dark tress’d, chaste, dimpled Sappho I 


+ & + (Z 

a’^rh + a 
a + h-^-a 



t 

1 


c + d 
C'\- d 
c + c 

overlapping 
d + c 

overlapping 


O % 
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where the masculine element, as it were (in the Sapphic — w — 

in the Alcaic balances the feminine (in the Sapphic 

one dactyl, in the Alcaic two). The caesura^ shown in the Sapphic 
by the dotted line, and coinciding with the other division in the 
Alcaic, is at the corresponding place after the fifth syllable in the 
true Sanskrit form of TIjoendravajraj 

W-|-. I 


and it is this clash between the formal and the free manner o£ 
reading it that gives it much of its charm. 

Meanwhile, Indians themselves scan the lines on a different plan. 
They have a useful memoria technica : 


Ya'ma-ta-ra-j§.-bha-na-sa-l§i-gam. 

Taking these syllables in threes they arrive at names for all feet of 
three syllables composed of longs and shorts : 


TS,mata 

bacchic. 

Matara 

molossus. 

TarajSi 

antibacchic. 

Rajabha 

cretic. 

JabhanSi 

amphibrach. 

Bhan^sa 

dactyl. 

Nasala 

tribrach. 

Salagam 

anapaest. 


The first syllable of each word is all that is generally used. The 
last two syllables of the line (not necessary for that purpose) repre- 
sent the words laghu (short) and gum (long). Accordingly four 
more feet of two syllables can be named : 


and the line 
is scanned 
or, for short. 


Lm 

pyrrhic. 

LS^ga 

iambus. 

GalS, 

trochee. 

Gaga 

spondee. 


]S[S.-ben n§,b]io-inand313^ varfrasi, 
JS/bhana, Taraja, JSibhan^, Gaga, 
jatajagau^ 


1 Qau is the dual of ga. There is a similar memoria, technica for the 2* « 16 
Tarieties of four-syllable feet, ^ used in the iloka and else- 

where. 
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There are many dozens of metres with fixed length of syllahhj^ 
Ike Ujpendravajra. Here are two or three more which are in 
common use : 


Vasanta-tilaha. 14 syllables. Caesura not given, 
(ta-bha-ja-j a-gala) 

— — v# — v^v>v/— VC— 

Ha cbandra ma ugavala gagana pradTpa 
A - he - ta shulda, guru, mangala jya samipa 
Tya cha pralcasa bharata gagano claranta 
To andha kara lapala giriga - bharanta. 

(Cp. Ex. 280.) 

^ikharmL 17 syllables, 
(ya-ma-na-sa-bha-laga) 


Bhalyacya sangeneii 
Klialyacya sangenen 
Jasen kharen pani 
Pliani dugdha tenci 


•— --VCV,|C W — 

avaguna ase toguna dise 
auguna tari to lopata ase 
piuni ganaten goda kariti 
piuni garala tenci vamati, 


iSikluirinl. 





1 A 

good 

man's our firm 

friend, i 






2 A 

bad 

man’s our false 

friend, \ 






3 For 

so 

clouds drink salt 

brine i 






4 And 

so 

snakes drink sweet milk, 1 




V 

Kf 

w 


V/ — 



V 

1 

and 

ov 


lit - 

tie fault soon 

will be 

for 

- got; 

2 

and 

ev 

- *ry 

bud-. 

ding vir - tue 

will droop 

and 

die. 

S 

from 

ev 

- ’ry 

lit « 

tie wave - crest, 

and make 

it 

sweet 

4 

and 

ev 

- ’i'y 

drop 

bo - comes poi - 

son at 

the 

last. 
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da ka - ri - tL 


pi - u « ni ga-ra « la 


. • Pha-nt du - gdhu - IxX ^ 

• ten - - - chi va-ma- tiT"”"! 


Sardnla-^tnkrTdlta, 10 Byllablns. 


Dolyannin baghaton dhvani pariHaton 
Jivhenen. rana chakaton inadlmra hi 
Ha tannin baliuHala kama karifcon 
Glieton jhompa sukhen phiroxni uthaton 

Metro, Silrdula-vikildita. 


kanin patlon (sabihonL 
vacn am hi bolatorji. 
vinrauti hi 

hi isvara (‘udaytiu^ 


1. Do - lyan - nln ba - gha - ton dhva - ni pa - rt - »a - t<>x^ 
Swoot those sounds ia our ears, and sweet the ma - ny 


1. ka - uin pa - don ca - la - toix 

that greet our oyos voy - a - ging. 

B3X. 307. (Cp. Exs. 226, 208, 264.) 

Do - lyiiu - n‘m . . ha-gha-ton dhvu-iit pa - i-x- 

Ha tail - nin , . lui-hu-sa - la ka - ma 

1 , 


Sweet these 


Bounds in . . our ears, and sweet tiu' xx'icl- 






Sweet those 




BOM . . of hands and feet awl 



limb, and sweet to lie down 
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- tCJn . . J1 - vhe - nen. 

- ya . • GliS - ton - jh5ni 



rest . . . All these gifts . , * . • o . are our 


ra-sa chh 

- ka 

ton . . . . 

^3= 

ma-dhu-ra 

-/ci* 

- hi 

- pa sii-khon 

^ — _ — - 

l)hi 

- I'O 


mi u-tha 

ton 







tongue, 

... 

and 

— irrd 

sweet . . . 


the roa-dy 

power . . . 

=itz 






own, and His . . . who, in our souls, dwells 



va chS - - - - am -hi bo - la -ton. 

hi l4 - - - - va - ra - chn. - da - ya. 




of so 


ci-able col - 


lt> - <|Uy 



9-^-zrj:=. ^ 

.1 — | 11 

i 

'c. 

f==^==rrr-ri»~:z^^2i^ 



im - - - - - ma-uont, life - giv-lixg. 


The characteristic o£ the other great class of Sanskrit metres, 
those measured by time-unit {mMmvrUa)^ lies in the principle of 
equivalence, that is, in the fact which we arc familiar with in the 
hexameter, that two shorts take the time of one long. Mcltm 
means instant, or unit ; what the Greeks called ' Chronos protos ^ 
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the first ^ or smallest ‘duration’ from winch you start reckoning. 
Each foot contains four mdlnhy and its prosocHal possibilities are : 

Procelcusinaticus v./ s./ 

Amphibrach — v-; 

Dactyl — w w 

Anapaest • v-. w — 

Spondee 

The general effect of the Aryd, which is the typical metre of this 
class, is much that of hexameters or clegia<js, though the details 
are very different. 

Poetry, then, bases the verse on the unit of (1) the syllable 
{ahara ’), less or more fixed, and (2) the time-length {mdtrd) treated 
as the basis of equivalent combinations. Music similarly lias two 
clearly defined stages, when time was reckoned (1) by akmra and 
(2) by mrdTd. 

Beckoning by ak§iara, that is, by the number of notes in a pericKl 
{parvan). The panan, as we shall see in the chapter on the Saman 
chant, is the amount that can be conveniently sung in a breath, , 
and the akmra.9 which fill it are there of two kinds — long (dlrgAa) 
and short (krasva) — and occasionally the long note is intensified or 
lengthened, or both of these, in which case it is called vrddkd 
(increased). Secular music similarly starts from a long (guru) and 
a short {laghv) note, and adds on one side the px'olatc note {pluta) 
and on the other tlic quick note {druta^ from d>n(^ to run). The 
lagJm is then taken as the unit {mdirdi)^ and the four notes have 
relative value, thus ; 


o 


I 




Druta *1 matrS 

Laghu 1 mUtrlL J 

Guru 2 matrSs J 

Pluta 3 matras J. 


To these is added the rest [virdma)^ which is the equivalent of the 
druta^ and is marked thus: 5, and f. It does not occur with 
the guru {i} or the pluta (? ). 


^ Ijit. Mmporishable in the sense perhaps of the ‘irreducible minimum”; 
Sanskrit syllables are, of course, one consonant (simple or compound) plus one 
vowel (simple or diphthong). Cf. Aristot. M$t xiii. h 7, p. 10871), M 
syllaM, Aristoxenus knows nothing of the syllable as a unit of rbytbm. 

^ Bay says that its value was not definitely stated by his authority. It seems 



TALA 


201 


The Raindkara gives 120 examples of such periods as may be 
formed by combinations of these four values^ varying in length 
from one note to nineteen notes. Another authority gives 108. 
It is clear that this list is not meant to be exhaustive, for it does 
not reach a millionth part of the possibilities ; and it is also clear 
that the four measurements of music (or five including the virdma) 
cannot directly represent the two dimensions (long and short) of 
poetry. So that not all of these can represent poetical metres 
(though some may) and that for others there miist be some other 
explanation. A list of forty-two specimens is given in Day ; but 
as that book is now scarce a few typical ones taken at haphazard 
are given here : 


No. of 
syllables 
or notes. 

Name. 

Indian and European notations. 

1 

Ekatali 

0 

m 

3 

X^raUlp 1 1 1 i 1 j 

loo 

J- J'J'i 

5 

Rangapradipakah 

'T i 1 -I "5 

J J J J J. 

10 

La yah 

-r 1 1 1 1 i 1 ooo 

J J J. J. J. J J. J'J'J' 

19 

Mitovarnah 

ooo5ooo5ooo5l ^ oo i i ^ 

J J2J J J 


(An instance of I is not included lioro bocauao its value is not certain.) 

The names do not help ixs. They are often merely picturesque 
appellations. "Where they have a recognizable meaning it is some- 
times refuted by the accompanying signs ; thus Jhanipa id la and Mami 
iMa both occui*, but the signs show them to be quite difl:ercnt from the 
modern Tdls of those names. Possibly the explanation, but it can 
only be a guess, may be that the longer kllaa represent the rhythm 
of good recitation of well-known verses or mantrm. It is clear that 
in our own poetry, for instance, longs and shorts do not represent 

to bo dofinod in the Ratndkara where (adhy. 5 i5l. 258) * a druia followed by a I'ost 
is a detached mdtrd' (i.e. laghu) ; though if this can bo held to imply that the 
laghu followed by a rest is a detached guru the value of the rest is relative to 
that of the note which it follows. 
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all the distinctions we make in good reading. When we read 
aloud : 

1. Of man’s first disobedience, and the fruit 

2. Of that forbidden tree, whose mortal taste 

3. Brought death into the world and all our woes 

4. With loss of Eden, till one greater man 

5. Restore us and regain the blissful seats, 

6. Sing heavenly Muse. 

our voice travels somewhat as follows : 

1. J J. J J J r J 

2. JJJjJJrJJJJ 

3. J J. J J J J J J J J 

4. J J J J J. r J J J 

5. JJJ. JIJJJJJ 

6. J. J J J. 

and such clusters of notes have a sort of family resemblance to 
those we are discussing. 

This may account for the longer groups given in our list, but not 
for the short ones; it may account for layahy for instance, which is 
much like the cadence of a Saman (or of one of our mediaeval hymns), 
but not for ekatdll. We will examine some of these shorter ones. 
The first five in the list given in the Batndkaray and these alone, 
are named by the first five ordinal numbers — Adi, dmflyah, irilyah, 
caturthah, pancamah — just as the notes of the Saman chant were 
named ^ratliamali, dviUyahy irUyahy calmrtJiah. It is possible that 
they were felt to represent more fundamental distinctions than those 
talas which have what we may call a fancy name. They are : 


Name. 

Indian symbol. 

European symbol. 

Mitalah 

1 

J 

^ dvitiyah 

O O 1 

J'J'J 

^ trtlyah 

o 

o 


1 caturthah 

1 1 0 

J J J' 

pancamah 

o o 

J'J' 


^ These are given differently by Day. But the BaMkara is a good authority, 
and there is no doubt as to the meaning of the text. 
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If the explanation of the longer groups as typical examples of 
recitation was correctj the time- values of the several notes may well 
have been somewhat indefinite ; we do not feel in the example 
from Milton that the musical notes present our style of reading 
more than approximately^ nor that we should invariably read it so* 
In reciting a whole sentence the structure of one word reacts 
imperceptibly on the pronunciation of the next and interferes with 
the time- value. But these short groups cannot be sentences; they 
can at most be single words, and there is every probability that 
they represent exact time-values. And in passing from those to 
these we may be passing from the Cola, Commata, Membra, 
Ineisiones, Distinctiones, &c., of the tenth century in Europe to the 
Modi, Proprietates, Perfectiones, and so forth of the fourteenth — 
from music which regulated its time-values by the words, to music 
which evolved its own values. 

What makes these five groups interesting is that they offer 
a connecting link hotweon tlic prosodial feet given on p. 196 {jja-wa- 
ia-ra^ &c.) and some of the fundamental principles of Indian 
musical time. In the second, third, and fourth of them we have 
all the eight three-syllable feet. DviUyah represents, according to 
the note you begin upon, three of them, wu/— , w — 

trUyah two more, v w w and ; and caiurthah the remaining 

three, v-/, — v./ — , and w . ’Pancaimh similarly represents 

and ; and, according as one or other note is dwelt upon, 

^ — or — v-' also. That this is the true view is made more likely 
by the position of pancamah after the others ; for the two-syllable 
feet follow the three-syllable in the memoria techiica. AdiUllali is 
placed first, as much as to say ^ this layJm (crotchet) you are to take 
as your unit (mdtrd) throughout the list\ We sec also the genesis 
of the rest (*) : for, stress-accent being foreign to this versification, 
there would, without it, be nothing in a series of trtlyahs to mark 
that they were to be taken in sets of three. This is borne out also 
by tbe comparative rarity of genuine Hindu songs which are in throe 
time (it is commoner with Mohammedan) ; what we should call 
I and ^ are not unknown, hut they are not favourite rhythms. 

But cakirthah introduces us suddenly to a five rhythm, instead 
of, as we should have expected, a three rhythm. It is interesting 
to see how this comes about. Since the earliest, and by far the 
most prevalent metre is the iloka^ which primarily counted the 
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syllables and only secondarily wciglied tliem also^ tbe number of 
syllables in a unity of any sort came to have a greater importance 
than we should naturally have attached to it. Hence, when only 
three syllables were taken together (leaving aside u w v/ and — - ~ 
which we have already disposed of), the trisyllabic forms — w w 

and w, for instance (of four and five mdtrm), seemed to be more 

nearly related to each other than the trisyllabic — w and disyllabic 

(each of four mdtrm). Similarly, it being possible to proceed 

from — u V (four mdtrci^) to w (five nuUrds) or to — (three 

nidirds)^ the former step which kept the number of syllables seemed 
more natural than the latter which changed it. This may give a hint 
as to the hitherto unexplained delight of the Greeks in five rhythm ; 
hut it would be going too far to assert that it is the origin of five 
rhythm in general ; for this appears quite independently in places 
as remote, in more than a geographical sense, as Finland and the 
Malay Archipelago, and others. 

Hechonlng ly matra, that is, by the time unit and its multiples, 
or the principle of ^ equivalence \ launches us into the domain of 

III. Musical Time. 

The simplest unity after the solitary beat {fuliidla)^ is, as we saw, 
(IvifiyaJi (w V —, w - V, — V/ J). This gives us the three ordinary 
distributions of the longs and shorts (crotchets and quavers) within 
the four-unit foot (beat), a certain number of which, generally four, 
make up the bar (dvard) or section of common time. The name 
Adi is used for common time (transferred from the solitary beat). 
Further development within the beat takes place by resolving any 
long or short into any one of these feet. Thus : 

J J J 

J 

^ J jT^j=ri 

^ r:} J m 

and similarly with 

J J J 

and 

J J J 

So that such a combination of notes as 
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bhe look of which frightens us and the sound of which, docs not 
particularly appeal to us^ appears to an Indian as quite an ordinary 
distribution of his accepted metrical units 



in an avard'^ of Adi tala. In fact^ the main diSiculty of realizing 
and enjoying the nice distinctions of Indian rhythm is that we have 
not acquired the habit of resolving mentally every unit into any 
distribution of its constituent elements so that we could sing them 
at a mementos notice or that they would instantly appeal to us 
when we heard them sung. 

Here are some instances of Adi : 


Tala Adi. Rag Jliinjoti. 
( 1 ) 







&o. 


( 2 ) 


Rag DhTrai*(ankurabharana. 




Ma - ri - ya 


da ga - 


du-ra 





Ma - ri - ya 


da ga 


du-ra 






^ ^ '-■* — 

Ma - ri - ya - - da gil - 




^ This word is translated by * bar ^ or * section ^ as the context seems to require : 
its litoral meaning is * enclosure The smaller unit, or bar or half-bar, is 
a vihhag (lit division). Sanskrit, avarta and vihhdffa. 
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Rag Rhlrai^ankarfibharana 


Do-ru-ku-na yi- tu va^ 


Do-ru-ku-na 


Talam Adi. This Ragam has E and A omitted in descent. 
(5) d « 72. Vivace, 




bha^ja - na 




But the section {dvard) need not synchronize with the har 
{vihMg ) ; it may begin in the middle of the vibMg, though, as with 
ns, it seldom does. A more usual place for it to begin is on the 
last unit of the four. This kind is called De^sdcU (foreign Adi) : 

De^adi Taiam. 


va - di Do - va sa- da - - va 


di - na - na - tha bu - dha 


I «'fTf ’ 
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2nd half. 



m 

ts 


ss 




SE 

s^5 

mm 

SBiii 

HSiiBIIHfl 


- ra - va - do - mi - rH Mo-ra-ga - du - ra i - ka ma 


^&:c. 


hil - - Mo-ra-ga du-ra 

3r it may begin on the second unit of the four, and is then called 
Madhyacli ('middle’ Adi). As the Amrd of JMCtdi beginning on 
;he fourth unit ended on the third, so here beginning on the second 
t will end on the first : 


Madhyadi Talam. 
( 1 ) 




Vi-du-la-ku mrok-ko-da . . vi -du-la-ku mrok - ko-da 


vi-du « la-ku mrok - ko-da 


( 2 ) 




Ka-li - na-ru - la - ku ma-lu . . ma-lu do - li - 



po - mi • • Ka-li - na-ru 
(S) 




CLS.:: 


ES:^t= 

L \iJ .. 

En - na - du zu 

- tu - no . , in 

: J 

- ku - la 


W' N ^ 


ti - la - ka 


En 


na-(Ju 


These are South Indian names; the things are common enough in 
Hindostani song and probably have specific names, though I was 
unable to make sure of them. 

A different interest attaches to the MdyaA, This is also 

common time. But this peculiar form has loft its mark, not in 
any special metrical form, but in the way a bar of common time is 
counted, in whatever metre. A short explanation is necessary first. 
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When three notes of nein'hhonrin^ pitch and no more are Birng 
without any particular emphasis on any one of them, the voice 
tends of itself to emphasize and the musical consciousness to give 
pre-eminence to the middle one. Thus in the scale of the Andaman 
islands, which (in some parts at least) consists only of three notes 
separated by some very small interval, it is recorded that tlic middle 
note is made the tonic. Again, in the snalve-cha^mer^s pipe (see 
Ex. 274) the middle note of three is made the drone. Similarly, 
if three eqxial units of fime are repeated and an accent is put on one 
of them, it will gradually determine to the middle one of the tliree : 

KJ 'S/ KJ \!j (or, if the commas between them represent rests : 

l j'\j' / 1 

It is difficult to prove this, because it is so hard to make the experi- 
ment fairly. But, for some reason best known to the builders, the 
wheels of railway carriages commonly beat out a tripleted rhythmi, 
and the reader may have noticed that if he is not particularly 
attending to them (and so making the experiment a fair one) these 
take the form w vi w, and not 6 kj nor w w 0. However that 
may be, here is Indian verse on the one hand employing three equal 
syllables in succession followed by a rest J" i, and Indian music 
on the other counting a bar of common time with three eqiud heals 
(tdl) and a blank, or empty {/c/mti) beat ; and the curious fact that 
this blank beat comes invariably on the thii'd of the l)ar which 
gives the exact effect of prosodical feet : ] w w w’ | o vS | 
Common time is, accordingly, called in the North invariably Hhroe- 
beat^ {Mnldl)j the fourth beat being ^ empty*. The first of the 
bar, which bears the musical accent, is called (^comphjte*, or 
^totaP), because at that point the two independent rhythms of 

' Cp, tliG first four bars of Tristan, of which tho main accent is on tho second 
bar and the fourth is blank. 

^ Pronounced like, and accidentally having the same meaning as, our word 
< 8um\ It is important to be clear about this conception. The «am has no such 
stress as we place on the first of the bar. It gets its pro-eminenco over the other 
idls (beats) owing to tho cross-rhythm (either with some other instrument or in 
the melody itself) being adjusted at that point. Or if there is no cross-rhythm, 
still the sam is pointed out by its distance from some typical or recurrent phrase 
elsewhere in tho dvard (or vihhdg ) ; as the quaver triplet of Tschaikowsky’s Bcherzo 
tells us how far wo have got each time in the series of crotch ots. It is true that 
when singer and drummer coincide at that point their united triumph at having 
got it right after all does result in a little more tone, L e. in stress, but this in 
no way necessary to the rhythm of the music. 


TALA 


209 ; 


singer and drummer from time to time coincide. Time is ordinarily 
beaten with the hand upon the thigh (the singer is invariably seated), 
emphasizing the $am slightly, and beating in the air with upturned 
palm for the Mall, This method of beating is also applied to other 
times besides common time in a way which will appear presently. 

These other times, various forms of three, five, and seven rhythm 
for the most part, are often regarded as intricate and unaccountable ; 
but in the light of prosody they have a simple explanation. They 
are best summarized in the Carnatic system, which enumerates 
thirty-five different kinds as typical; but the principle which 
underlies them is of indefinite application, and as a fact I saw 
a book at Bhavnagar which enumerated some hundreds of them* 
It will be unnecessary to give the names of these thirty-five 
rhythms, because their names arc only a piece of memoria techiica^ 
or the picturesque ruins of titles whose meaning is long forgotten, 
and would only confuse us. It will be enough to arrange them in 
seven ranks and five files, lettering the ranks and numbering the 
files. 

Counting hy matra (Carnatic). 

I. II. III. IV. V. 


A. 


B. 


C. 


1 ). 


E. 


F. 


G. 

N.B. — Bank A is xistially given in tho order 4, 8, 7, 6, 9 ; th© point being that 
4 and 8 make 7, and 4 and 5 make 9 (9 is novor troatod as 8 x 8), 6, 8, and 

30 are obviotxsly omitted as being mxiltiplos of throo ntimbors which aro already 
there, and 9 is, as we saw, mt considered to be a multiple. Those in heavy 
type are in common use. The names refer to the whole rank (E&a, for instance, 
to the whole of rank A, Tripui^ to B, &c,), but are confined in practice to those 
files to which they are here assigned. 

^ Sec Mudaliar’s Oriental Mmic, p. 25. 

T 


8 

Eka. 

4 

5 

7 

9 

8 2 

liUpaka. 

4 2 

5 2 

7 2 

9 2 

8 12 

4 1 2 

5 12 

Jhampa. 

'7 12 

9 12 

Triputa. 

3 3 *2 

(Adi). 

4 2 2 

5 2 2 

7 2 2 

0 2 2 

8 2 3 

Miltya. 

4 2 4 

6 2 5 

7 2 7 

9 2 9 

8 2 8 8 

Blu'uva. 

4 2 4 4 

6 2 6 6 

7 2 7 7 

9 2 9 9 

8 8 2 2 

4 4 2 2 

Ata. 

5 5 2 2 

7 7 2 2 

9 9 2 2 


140S 
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In rank A are the different values (in mdtrM) given to the bar 
(vMdg) when it is counted as a complete whole, that is, when it 
is not composed o£ various beats This merry little tune is 

an instance of the five-unit bar. Four bars make a section, as 
usual : 


KhnnAijatl Laghu. Kilgam Mohftna ( Eilg BhapkaliSn). 

J=9«. 



A common way of counting* the uneven numbers is by continuous 
syncopation : 

3 / J I J' J 1 &< 5 - 
6^J J \J'J J l&c. 

7 J' J J J U«- 

The name of this is C/iajm Tala. File V is rarely nscd. 

Bank B has two beats to the bar, C, D, and E three beats, and 
F and Q* four* It is not difficult to see in these the two, three, and 
four-syllable feet of poetry. B gives various forms of the trochee 
(- and iamb (w — ), according to the beat with which the rhythm 
begins. The five fi.les allow for different proportions between the 
long and the short beat. We may arrange the ten poBsibiHties of 
iambs and trochees in a graduated proportion to a scale of 100, and 
it will be seen that a large number of ways of dividing a bar into 
two beats has been reached by very simple means : 


* In this chapter Tai is used for * time ’ and t<U for ^ boat 
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Rank B. 0 10 20 30 40 50 60 70 80 90 100 



We see from this diagram that just as the scales took account of 
.srntis of different sizes, so here the rhythms take account of different 
sized units (mdlrd) and embody them in a system ; and it is charac-^ 
teristic of Hindu practice to tabulate ten species of a thing and to 
make practical use only of one of them. The other ranks may be 
taken in the same way, and these thirty-five are seen to include by 
implication one hundred varieties of Tdl: 

A B C D E P G 
5 + 10 + 15 + 15 + 15 + 20 + 20 = 100 

To continue : C and D give five varieties of dactyl, amphibrach, 
and anapaest (— w, — ). D. 11 is the normal dactyl, 

&c . ; the rest of D lessens or increases the proportion of the long to 
the two shorts. C is our old friend the ‘ cyclical ' dactyl ^ which 
modern theory has criticized out of existence, for Greece at any rate, 
but which made a considerable stir in its day. Here at any rate 
it has five separate values of its own. E gives the cretic (— w — ), 
bacchic (w ), and antibacchic ( w). 

Of the four-syllable feet (four beats in the bar — P and G) there 
are sixteen possibilities (for two things taken four together). Only 
eight appear here. Thus : P. I gives 8 2 3 3, and implies 28 3 3, 
3 3 3 2, and 3 8 2 3. G. I, similarly, four more. 

1 The cyclical dactyl is one in which the middle syllable is shorter than the 
last. 


r % 
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The other possibilities are : 


2 2 2 3 
2 2 3 2 

2 3 2 2 

3 2 2 2 

2 3 2 3 

3 2 3 2 
3 3 3 3 
2 2 2 2 


rare in the .Uoka, 


C. IV is used if wanted. 


already accounted for by ddUdlaL 


So that ranks F and (1 fairly represent the chief possil)ilities of the 
Molca. 

But it will be more interesting* to see how the most characteristic 
of these work out in practice. We will take: 

B. II. 2 + 4 Rupaka (iamb). 

D. I. 3 + 2 + 2 Tripiifa (dactyl). 

C. IV. 7 + 1 + 2 Jhamxia (cyclical dactyl), 

and as a curiosity 

G. III. 5 + 5 + 2 + 2 Ata (ionicus a majorc). 

Rupaka Taiam. (2 + 4.) 






Vi-na-vo O ma-ua-ba vi-na-vo . . O ma-na-Hu 




vi-va-ram-bu-ga no . . do! - po da vi-va~ram- bu-ga 
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JRupaka is in idea Saraband rbytbm. It is qxiite one of the com- 
monest Tdls, and presents no difScnlty, as, in practice, it is a simple 
Triputa is harder. The secret of all these Tdls is that the units 
are taken as sums, not multiples. And though seven is not 
a multiple of anything, yet the European having counted three, 
finds it very difficult not to expect another three. The only way 
is to take a fresh lease of counting with each beat. It will be 
found quite easy to realize all these Tdk if one does as a native 
does — count out each beat 1, 2, 3, &e., and tap at every ^ 1 \ 


Triputa Talam. (8 + 2 + 20 (Telugu words. ) 

Adagio. = 1 00 . 


— 5l 

^ „ 




— p-sp? 


ir 











En - du - ku - da - ya - ra - - du - ra . . igrX 



16 - 


- nam - mi - na 


nam - ma ra - vam 


ma. 





214 


TALA 


Ata Tala. 6 + 5 + 2 + 2. (The ESg omits E and A in ascent). 
MoUo vivace. J = 160. 




Ata is one of the more difficult rhythms. This particular example 
seems to us almost impossible. We lose our bearings in the course 
of fourteen crotchets divided into semiquavers, especially at such 
a tempo as this^ and with all sorts of cross-rhythms in the ^ bowing \ 

The slurs really represent the syllables of words ; and this tune is 
actually sung, and sounds very puzzling but very interesting. 

The Avard is divided into four groups (marked I, II, III, IV), and 
the phrase, which is the same length as the Avard but does not - 

coincide with it, begins and ends at the third beat of the first group. f 
(Mind the flat !) 

Later on in the Svaras of this song another sort of rhythm is in- 
duced upon this. Every second crotchet of the melody ends on the 
note &, which occurs in the words at the same moment. This 
would have the effect of combining 

Triputa 1 2 3 li 2 1 2 : 

Ita '1 2 3 4 5' 1 2 3 4 5' TT i 

But the last two Sas come one unit late. The original tune began, 
we saw, on the third beat, and the Svaras begin on the first beat ; as 
there is a Ba Capo at the end of them back to the tune, there will 
be two beats to make up ; and this is the ingenious and effective 
way in which it is done. | 


ya-ka- mu-lu lia -ra-pa - ga - sa ra - sa - ksH be - da ri-na-di-ra-sa mi-ga 

The Hindostani TaJi% are very much the same in practice as those 
of the Carnatic. The usage in different parts of Hindostan varies 
a good deal^ as it does with the and it is difficult to be at 

all sure of more than the commonest. But as these are remark- 
abty like those described as the commonest in the Carnatic, there 
is little doubt that the underlying idea is the same in both — the 
poetical metre. The following table gives them as corresponding to 
the Carnatic list : 
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Counting ly matra (Hindostan). 



I. 

ir. 


IIX. 

IV. 

V. 

A. 


4 

Ekka ) 

Ektal 5 



2 4 3 

[Mudhyamayati ' 

2 3 4 
[Matta] 

'423 
[Khatt tal] 

B. 

2 3 
[Rupak] 

2 4 

Rupak 




C. 




2 3 2 3 
Jhampa 
or Jap 


D. 

3 2 2 
Tovra 

4 2 2 
Titala 
Tintai 
Tritala 





E. 


2 4 4 ) 

4 2 4 $ 
Surphakta \ 
Sulaphakata 1 
Mant ) 




P. 


4 2 4 4) 
^2 444$ 
Acja-chautala 




G. 

3 3 2 2 
[Jhampa] 

4 4 2 2 
Chau tala 

2 2 4 4 
[Farodaat] 

5 5 2 2 
Bhamar 




Amongst these the only Tal which is commoner than in the 
Carnatic is G. II C/iautdla (i,e. Char4dla^ ^four-boat ^). It is xised 
especially for Dhrupada (see Chapter XI). The three names of 
Titdla (D. II) all mean ^ three-beat \ Some of the other names are 
descriptive — Jhampa^ ^ jumping^ ; Siirphakta, ‘zigzag Ada^-ckauidtaj 
‘ crooked four-beat’; Bhamdr (for dha-^mdirS)^ ‘ having a high number 
of time-units’. 

But there is one Tdl peculiar to Hindostan which entered it 
apparently with the Mohammedans — Dddm^ g. It is the only 
rhythm which is treated as a multiple (and therefore cannot be 
Hindu)^ and it is in very common use. 

Most of these TdU which give the rhythm of one bar {vihhdg) can 
be taken in pairs of mllidg^, and are then counted as one bar of 
common time [Tintdk), thus : 
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3 + 2+2 3 + 2 + 2] 

two bars of Tevra ] J . J J ] J . J J 1 

counted 1 2 0 3 like Tlntal. 

Or even a single Tdl is so counted : 

2+3 +2 + 3 
Jhampa | J J. J J. 1 
counted 12 0 3 

SurpJiaMay however, has two blank beats (JcMh ) : 

4 + 2+4 
SurpJiakta J 

counted 1 0 2 3 0 

and Chautdla has four beats (tdl) and two blanks (Jchdli) : 

4 + 4 + 2 + 2 

Climddla ^ ^ 

cotxnted 1 0 2 0 3 4 

Ada^hauidla^ again, four beats and three blanks : 

2 + 4 + 4 + 4 
Ada-cliautdla J 

counted 1 2 0 3 0 4 0 

Indian rhythm, then, moves in dvards broken up into viihdgs^ each of 
which contains one or more tdh}- We can equally say of oxxrs that 
it moves in sections broken up into bars each of which contains one 
or more beats. In what does the dijBEerence between the two systems 
consist ? 

It may be answered that theirs is derived from song, ours from 
the dance or the march. That both are based on the numbers 
2 and 3, but that they add and we multiply in order to form com- 
binations of these. But the answer which goes deepest is that 
their music is in modes of time (as we saw also that it was in modes 
of tune), and that ours changes that mode at will by means princi- 
pally of the harmony. 

In order that rhythm, an articulation of the infinite variety of 
sounds, may be upon some regular plan, the plan must have some 
recognizable unit of measurement. India takes the short note and 
gives it for a particular rhythm a certain value as opposed to the 

^ It is unfortunate that the word is also used in the sense of vihMg to mean 
tho * time ’ of the music. 
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long ; Europe takes the stressed note and gives it in a particular 
' rhythm a certain frequency as against the unstressed, and graduates 
its force* We find the unity of the rhytlim in the recurrent bar 
(which is always in duple or triple time, just as our two melodic 
modes are either major or minor), and have to look elsewhere for the 
variety; they find variety in the mhhdg whose constitution is, as 
we have seen, extremely various, and must look elsewhere for unity. 
Both of us find what we want in the larger spaces of time ; they 
find unity in the dmrd^ we find variety in the sections. 

The dvard is a constant. In slow time there may be only two 
vihMgs in it, in quick time there will certainly be four. And this 
series of four is unbroken, except at the end of the verse or the 
song, that is, where the singer breaks ofl: temporarily or altogether. 
We can see why this must be so. Suppose the song is in liUpak 
(j j 1 j j I &c.). Unless there were some accepted number 
of vibhdgs io the dvard it would be impossible to know that the 
music was not in the larger dvard (i. e, in fewer vibhagd) of 
Tevra (j. J J j J. J J |, &c.) or of Jhampa (j J. J J. | 

J J. JJ. l&c.). 



Tevra awrd). 


tm^mmggssSSBSSS 





If the length of the dvard were not certain, the rhythmical 
^mode*, which has a connotation of its own just as the melodic 
^ mode ^ has, would not be clear, and all cross-rhythm, a corner-stone 
of this music, would become impossible; for this presupposes 
a constant against which something else is inconstant. 

The ‘ section * in Europe is often, too often, also of four bars ; it 
is this fact that makes much of our church services musically un- 
attractive. But the section can have, and in the best music it has, 
a varying number of bars. Its length is altered, either really or 
apparently; it is either actually shortened or lengthened, or else 


TALA 2 ; 

two equal sections are made to overlap so that one seems shorter 
than the other. Any work on large lines will supply examples of 
this ; here, for instance, in the passage for flute and bassoon out of 
Leonora^ No. 3 : 

A A 4- "a A--J •, 


Passage begins. 


d-bar section. 


soon scale suppressed. 




4 S-bar section. 

A A-A 




Overlap ; last bar of 
previous flute 


phrase suppressed. 
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^ ^ ^ 4 f?: 


4 



kr 


r — ■ ' 1 f l 1 

jtf ^ 

^ iSL TZ m — ~ 

I 


±rrrrr . 

— - 






on<l». 


&o. 


in wliicli tlxc sectioiiB arc twice filiortoncd from four bars to two, 
and tlie phrases twice overlap so aa to produce the effect of two 
three-bar sections. It would be clearer if our music were printed 
as Handel wrote (thou<j^h not eonsistcmtly) his MeMiahy with bar- 
lines running all through the staves at each new section, and between 
these places only through the single staves; it would have the 
effect which punctuation has upon the written word (and would be 
as difficult to get right). An instance of the judgement he exercised 
in this matter may he seen in the two verslonB, given in the auto- 
graph score, of the opening symphony of ^ Hut who may abide ^ 
There is one case, however, which pxits the thing in a nutshell. 
In 1893, when 4 rhythm was less familiar to Europe than it now 

is, Tschaikowsky felt it necessary in his Sixth Sympliony to do two 
things. He kept the metro free from complications; the Scherzo 
is almost entirely based on the crotchet, and the Trio on the minim. 
He also kept the sections uniform; they arc in four-bar rhythm 
throughout except in two places — ^at the return from the Trio to 
the Scherzo, and at the Coda — the very places in which, as we saw, 
liberty was allowed in the dvanh It was only there, in fact, that 
he felt his rhythm so securely established that he could play with 

it. But now that it no longer piques our curiosity to see how 5 is 
'beaten^, and that the problem, of counting it accurately no longer 
provides us with a painful pleasure, the monotony of the sections 
comes back upon us with fatal force. But the four-bar section 
would not have this effect if, like the Hindus, we had a large 
assortment of variously characterized rhythms to fill it. 

It is harmony which puts it in our power to prevent this fre- 
quently changing length of the phrase or section from upsetting 
the unity of the rhythm. In this Adagio from Haydn^s First 
Quartet : 
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the harmonies by their postponement to the second bar clearly mark 
the beginning of a section there, and tell us that the phrase of the 
first bar is to be regarded as extra miUntim. Then by entering at 
the normal place in the sixth bar they proclaim that that phrase is 
now taken into the sentence. They are not responsible for the 
assertion that bars 6, 7 and 8, 9 each make a section ; that is made 
clear by the balance of the phrases they contain — the phrase of 8, 9 
is an inversion of that in 6, 7. But the harmonies again compel 
us to take bar 10 as a section all to itself, for they exactly repeat 
those of bar 9, only a place higher. This somewhat intricate 
arrangement of sections would be confusing but for the fact that 
they make. up in all a period of twelve bars — that is, the time 
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length of three normal sections — and so their excessive variety is 
unified. 

Very similarly in Chopin^s Sixth Nocturne a twelve-bar unity is 
reached by a different distribution : 



and this is the work of the harmony, more especially of the tenor 
part; 



FrcliJtiiinary. ov<u*liip witlj 

now pJbrMG. 


But these two examples are the opening phrases of two several 
compositions where a certain clearness of balance is necessary and 
some general unity (here twelve bars) is indispensable: in the 
course of a composition (as we may conclude from Ex. 318) no 
such higher unity need be or is aimed at ; the sections may be as 
various as the composer pleases. 

It is needless to give instances where the harmony graduates the 
stress of the rhythm, as every page of music is full of them. This 
is a distinction which Indian music is also fully alive to, as we 
shall see in the next chapter. 

It is sometimes thought that these uneven times — 5, 7, 10, 14, 
and so on — are full of suggestion for European composers. This 
on the whole may be doubted, because duration is not the same 
thing as stress. All these Indian rhythms have their raimn 
in the contrast of long and short duration, and to identify these 
with much and little stress is to vulgarize the rhythms. The only 
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genuine instance we tave of their method is Saraband rhythm, and 
we see instantly how in 



La - scia ch’io pian - ga mia cru - da sor - te 


tlie effect is lost if the second minim in addition to beings lengthened 
is also emphasized. Stress pulses, and demands regularity ; duration 
is complementary, and revels in irregularity. In order to get the 
true sense of duration we have to get rid of stress, and this would 
mean that we must find some other means (as the Hindus do) of 
marking the beginning of the bar than by accenting it. Tschai- 
kowsky^s Scherzo and Trio do this. The Scherzo is in elongated 
trochees (7 + 3 instead of 6 + 3) : 


instead of 


Ex, 

824u 




Both these phrases are characterized ; the first by crotchets with 
an incidental triplet, the second by the dotted minim. This rhythm 
pervades the whole, although the units are afterwards slightly varied. 
The Trio is a truncated Sarahand, and by its figuration appears as 
a contracted iamb (2+3 instead of 2 + 4) : 

V/ — , 

I 1 I 1 

Ex. 

326. 

instead of 

V/ 

Ex. 

327. 

The way the composer has defeated the stress is by a variety of 
devices ; in the Scherzo by the cross-bowing, running quavers, and 
syncopation of the accompaniment, in the Trio by the crotchet drone 
bass. And if the conductor would now lay down his stick for this 
passage there would be nothing to distinguish it from Indian rhythm. 

But the fact remains that we feel these things as elongations and 

1 The two movements (Exs. 324 and 826) correspond practically to C. IV 
(7 + 1+2) and B.I(2 + 3). 
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truncations of rhytlims which are familiar to us, and they could 
hardly be naturalized. Perhaps this is why in his variations on 
a Hungarian air in I (Tevra) Brahms drops in the fourth variation 
into common time beginning on an oS-beat, in the fifth and sixth into 
% beginning on an off-beat, in the seventh into overlapping phrases, 
and continues from the ninth onwards frankly in % and Perhaps 
he felt that he could best explain the nature of this rhythm by 
showing that it was like all these things which we have, but was 
not the same as any one of them. 

But considered as forms of our rhythms gone mad they have 
a definite use, as, for instance, in Tristan^s delirium (Act m, sc. ii), 
where fragments of melodies, his whole past in fact, come thronging 
disjointedly into his mind. Only these are not Indian rhythms. 
They are European rhythms distorted to suit the state of his bodily 
pulse ; it is precisely the pulsation of them that is insisted upon. 

The modern use of these unusual rhythms is again different. The 
constant changes of time — some half dozen perhaps, f, % §, 

&c., occurring in not more than twice six bars — are part of the 
striving of the last twenty years after realism and away from 
formalism. Composers aim at substituting the rhetorical accent 
of prose for the metrical accent of verse, at imitating in instru*** 
mental music the broken accents of the speaking voice. As such 
their music has nothing in common with the systems we have been 
discussing where metrical law prevails. They appear to defy law ; 
and they are justified, but only by success in the particular instance. 
Thus, of two such instances, we may say that Cyril S cottas Sonata, 
Op. 66, is less convincing rhythmically than Stravinsky's PetrouMa, 
Eor the latter has large tracts of uniform time which enable the 
vagaries to be felt as contrast, whereas in the former there is no 
such contrast — ^because it is all contrast. 
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DRUMMING 

Monsieur le Grand knew only a little broken German, only the 
really important words — Bread, Kiss, Honour— but be could always 
make bis meaning clear on the drum. If I wanted to know, for in- 
stance, wbat was meant by ‘ Liberte ’ be would drum tbe Marseillaise 
—and I understood. If I did not know tbe meaning of ‘ ]ilgalit6’ 
he would drum fa ira, ga ira . , . les aristocrats tt la lanterne — and 
I understood him. If I did not know what ‘ betise ’ was be would 
drum the Dessau march — which we Germans, as Goethe records, 
used to drum in the Champagne— and I understood him. He 
wanted once to explain to me the word ‘L’Allemagne and he 
drummed that old, old tune, simplicity itself, the tune that you 
can hear on fair days outside the booth where the dancing dogs 
arc— dumb, dumb. It made me very angry, but I understood 
him.— Heine. 

The drum is used not, as with us, to assert the accent at special 
moments, or to reinforce a crisis, but to articulate the metre of the 
singer's melody, or to add variety* to it by means of a cross-metre. 
There are four main elements in drumming : the quality, the inten- 
sity, the pitch of the sounds, and the time-intervals between them. 
We do not, on the whole, use percussion much. When we do, we 
value it, perhaps, chiefly for the graduated intensity with which it 
points the rhythm. We look a little askance at varieties of quality ; 
we recognize the drums {(/rosse caisse or tympani), the cymbals, and 
the triangle ; but we are not quite sure how far the tambourine, 
castanets, and Berlioz/s flannel-headed drumsticks are legitimate 
music. Of the pitch we only demand that it should not clash 
with the pitch of other sounds, it is in no way a vital constituent 
of the harmony, which is almost invariably complete without it. 
The time-intervals of the drum-notes reinforce as a whole those of 
the other instruments ; they seldom cross them, and only produce 
a certain amount of confusion when they do, which, however, may 
be a useful resource upon occasion. 

<4 
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In Hindu music tlie graduated intensity of the sound is very 
little regarded^ either in singing or playing or drumming^ because 
their whole scheme is not accentual^ but quantitative. It is true 
that the first of the bar (the sam) is louder than the rest often, 
not always ; but this is not in order that it may, as with us, stand 
out against other accents, but because two quantitative schemes are 
apt to coincide there, and two sounds are louder than one. The 
time-intervals are with them all-important, and show great variety ; 
it is seldom that more than a few bars, out of hundreds, are 
drummed in exactly the same way. And the drumming is practi- 
cally continuous ; it is only occasionally silenced for special contrast. 
The pitch, again, is all-important, for it is invariably the keynote, 
and frequently the drum is the singer’s only accompaniment. 
Lastly, a maximum of variety is got into the quality; and this 
not mainly by the variety of the instruments. Por though there 
are scores of shapes for drums, tambourines, cymbals, triangles, and 
so forth, they are not usually assembled together, because concerted 
music is the exception, not the rule. The variety is got out of the 
drum, or the pair of drums themselves. They are played with the 
full hand and the fingers, rarely with sticks ; there are half a dozen 
strokes for the right hand and three or four for the left. Of these 
Lady Wilson^s ^ drummer said, ^ The beat (with the left hand) is 
like the seam of my coat — that must be there; the other notes 
(with the right hand) are like the embroidery I may put according 
to my own fancy over the seam.^ These ^ notes ’ are differentiated 
not by pitch, but quality. They are also articulated by great 
intricacy of time-interval. Por neither of these two things has 
our music any real analogues; and the Bengalis do not overstate 
the case in their saying ^ Tantrapatir mrddnga ^ (the drum is the 
father of instruments). It is proposed now to examine Indian 
drumming under these two aspects; quality and metre. 

ToNE-quALiTY. Under a multitude of names there are two main 
types of drum. The mrddnga played at both ends with the hands 
(or if with sticks, called dhol) ; and the pair of drums, tabla^ the 
right hand daina and the left hand lagan. Both kinds are tuned 
in the ordinary way by braces {diwal)^ between which and the wall 
of the drum {chattu) tuning blocks {ga^<i) are wedged. - In the 

^ A Short Account of the Sindu System qf Jtftwtc, by A. C. Wilson, 1904. 



Na ’ (borrowed from the 
right-hand strokes). 
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mrcldnga the driving in of these wedges sharpens both ends simul- 
taneously. When^ as in the better class music, it is desired to have 
both drumheads {warka) in tune with each other, another device is 
adopted. A mixture of flour {dta) and water is worked on to the 
middle of the larger drumhead to lower the tone to the desired 
amount. The two heads are commonly tuned an octave apart. 
The plaster also adds to the resonance, and seems to be valued for 
that reason. It is therefore retained in the tahla^ although it was 
not necessary here for the tuning, because each drum has only 
one head, and the braces do all that is wanted. On the mrddnga 
the plaster is fresh made whenever the drum is used ; on the tahla 
it is applied once for all, and has frequently been mixed with iron 
filings to add to the resonance, and is then black. It is called nyahi 
(blackness) or dh (eye) ; the rim of the drum- wall over which the 
skin is passed is called kanar, and the drumhead, which is visible 
between that and the ak^ is known as warka (lit. leaf of a book). 
On the left drum the ^ eye ^ is in the middle ; on the right it is 
eccentric, in the ^ north-west^ corner, lying under the tip of the 
forefinger.’- The different tone qualities are obtained by striking 
with the full hand, or the several fingers at different places, and by 
damping or releasing. They are distinguished by names {bol). The 
tahla are generally tuned in unison, occasionally at a Fifth from each 
other ; but there is no idea whatever of ‘ dominant-tonic ^ in this 
tuning. The alternation of sound between the two drums is incessant 
and instantaneous, so that the two notes merge ; and they are ob- 
viously there for the same reason as they are upon the drone strings 
of the vmd or tamluray only as an enrichment of the tone. The note 
of the drum is also altered by way of ‘ grace^ There is a special 
hour-glass-shaped drum, especially in South India, small enough to 
be held in the hand, which can then squeeze the braces and sharpen 
the note. On the tahla too there is a special stroke (called gke) 
which can be made with either hand ; after a blow from the full 
hand the ball of the thumb is slid forward across the drumhead. 
This raises the pitch slightly and produces a sound like a galosh 
leaving the mud, curious, and by no means unattractive. 

The wrddnga and dhol are respectively barrel-shaped and cylin- 
drical. The tahla, left and right, are of the shape of a giant tea-cup 
and coffee-cup respectively ; the left is tucked into the crook of 
1 Sometimes the ‘ eye ’ of the right drum is called slydhi and that of the loft dk, 
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the knee, the right is propped against a cloth. For the other 
yarieties of percussion, any one who has not access to Captain Day^s 
excellent illustrations may get a rough idea of them from the 
photograph opposite of some South Indian specimens. The hara- 
iimdya^ udukkai^ and budubudike are three sizes of the same make, 
the smallest being squeezed in the hand, the longest under the arm. 
The karadwadyoj is beaten with a padded drumstick. Against it 
leans a kokham^ a metal tube with serrated edges, which are rubbed, 
to produce a grating sound, with the metal pin on a chain, which 
hangs down over the tambourine (Icanjari) below it : it is used by 
pariahs, especially by the Pulaiyars of Travancore, for casting out 
devils. The goblet-shaped udupe is used by Lingayets in temple 
worship. Below are the ndgari^ seventeen inches in height and 
diameter, for use on an elephant and in the temple, with seventy 
turns of lacing : the maddale (wr^a?i^fl^-shape) hollowed out of a tree, 
and the Mohammedan dolu {dhoV) of copper. The dhol is played 
with hands or sticks; if open at one end, as occasionally, it is 
played with sticks at the other end. In a Panjabi regimeni 
a drummer (Miranbaksh, see p. 237) was pointed out to me whc 
sometimes wielded his sticks till his hands bled. 

Confining ourselves now to the talla — the mrimiga is played ir 
the same way — we wiU examine the different strokes [hoU) giver 
with either hand or both hands; singly, successively, or simul- 
taneously ; with one or more fingers or with the whole hand ; upon 
the ^ black or the ^rim^, or npbn the ^ white ^ between them 
damped, or partly damped, or undamped. Indian fingers an 
extraordinarily supple. The forefinger, as pianoforte players know, 
is one of the weakest ; but its stroke as it comes down flat wit! 
a whang on different parts of the drum is curiously powerful, and 
inimitable by Westerns. It is said to take half a lifetime to make 
a good drummer, and it will be seen in the following pages thai 
there is much to learn. 

There is considerable difficulty, short of the only true way — ^bj 
learning to drum oneself — in finding out what these strokes reall} 
are. Not only do both strobes and names vary in the North and 
the names differ entirely in the South, but the drummer regardi 
his strokes as a synthesis, and is not accustomed to analyse them 
Also if too many questions are asked, the victim begins at last ii 
sheer desperation to say the first thing that cotnes into his head 
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Nor is mncli help to be got from the books ; the author takes for 
granted that a thing which he sees and hears every day will be 
familiar to his reader, and accordingly omits to differentiate the 
strokes in words, and he does not always state their duration, which 
is of vital importance for the normal drum-phrases {theka) and their 
variants {parani) which we shall examine later. The list on p. 231 
was obtained from the court drummer, Nanne Khan, at Bhavnagar 
(Gujarat), and is supplemented by statements of various others at 
Calcutta, Bombay, Allahabad, Lahore, Jhelum, and other places, 
and checked by the list in T. B. Sahasrabuddhe’s book (in Marathi) 
and A. B. PingWs Indian Music, the only full account of the 
matter in English. 

The list is not complete, although the most important his are 
probably there. Those of the right hand begin with dentals, those 
of the left with gutturals,^ and those of both hands simultaneously 
with aspirated dentals. There are a variety of other ‘successive^ 
and ‘simultaneous ^ strokes. A few of the ‘ single^ iols are shown 
in the photographs of two drummers (at Mysore and Lahore) 
facing pp. 225, 227. 

Time-ikteuval. These drum-words {iol) are distributed in 
drum-phrases {theka), which constitute the drummer^s memoria 
teohnica for the particular Tdl^ and in drum- variants {parand) ^ ; the 
former^s duty is to ‘keep up’ the tdl^ the latter’s to ‘ swell ^ it 
(Pingle). In the next diagram are exhibited thekas of tlnidl from 
different localities. 

The first six of these are genuine thekas : the alteration of d to i 
in the. first thekas and the trikara in the sixth is intended to 
distinguish the blank {khdll) section of the bar (marked 0) from 
the others. The eighth (from Jhelum) is an instance of four bars of 
Snrphakta treated as one of TintdL The seventh (from Calcutta) 
is of the nature of a parand, that is, the drumming of the various 
beats is contrasted. 

The six parands from Bombay are continuous. At the end of 
the fourth line, at ^ ta ta ghinna ^ begins a new rhythm in three 
time, which comes to an end just as the singer, going on in four 
time, reaches his sam at the beginning of the seventh line. This 
is a simple instance of a thing which is often enormously complex, 

^ We. use k and t for double tonguing on brass instruments similarly, because 
of their distinctness. * Pronounce ‘pur^und^ 



dha trika dhikita dhstrt f>c. is the first line.) 
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which is very common, and which gives great pleasure to an Indian 
audience, who invariably greet it with appreciative accAc/ias 
(^good’jj It is rare in our music, though instances are to be 
found, as of most things, in Bach ; here, for instance, is one from 
the first movement of the Violin Concerto in E major : 



>- 



in which the violin breaking into three bars o£ % arrives at the 
reprise of the theme simultaneously with the piano, which continues 
in common time. Another instance is the common Ilandelian close : 



Sweet is plea-sure af - ter pain 
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wliich^ though a still simpler device^ is used for the same purpose 
o£ clinching the final note, (Cp. InL Mue. Monthly JournaL Oct. 
1913, pp. 3^7.) 

"What appear in the parands given above to be a number of 
new hok^ are really those we have already met with subjected to 
phonetic decay. Thus (in alphabetical order) : 

dene == dhi + na 
defc =dhi+ta 
dliag(0) = dha+ghe 
dhan =dha. + na 

dhikita = dhi + ka + ta 
gadi = ga + di 
gidi == ghe + di 
gina == gke + na 
gkitira = ghe + ti + ta 
greden = ghe + ta *f dhi -i- na 
kiridha = ka + ti -i- dlia 
krita = ka + ti + ta 
trika = ta -f- ti + ka 
trikara = ta + ti + ka + ta 
tutu ? 

The time-value of the stroke is not implied in its name, though 
the compound hoh naturally take longer than the simple. These 
values have to be learned by watching and noting performance; 
and those given here have no more authority behind them than 
a few mornings devoted to that rather tedious occupation. 

But without inducing a climax, in a different rhythm are 

often introduced just for fun. The singer and drummer like to play 
hide and seek with each other ; and the audience watch the contest 
with amusement. The drummer is worsted in the contest in the 
following (phonographed) passage ; 


E5g Sarang. 

Till Adachautrda. Phonogram. 



A J « 180. 
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The last few notes are 
inaudible because the 
player took his reed 
out to utter the Han, 

in Adachautdla^ between shahnai (oboe) and tahla. They were 
asked to begin with four thehas and go on with parands. The 
section {avard) is marked off by the double bar. Down to the first 
double bar^ however, is ad lihitum. It is the Aldp (prelude) with 
which the music always begins, in order to establish the and 
it is not in strict time. But the drummer is trying over his Tdl 
too, and though he gets the same number of beats as the singer 
they did not, as a matter of fact, exactly synchronize. From A 
onwards it is in strict time,' and after the four thekaa^ the parands 
begin at B. Here the drummer breaks into an eight-rhythm 
(instead of seven) for variety. The oboist also varies. His phrase 
should have ended at C, but it ends a bar before. He ends the 

^ Properly one bar of 14 crotchets ; here given for convenience as two bars of 7. 
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next one^ however^ correctly at D. Then he has a short one of two 
bars ; and then^ at J = 170, a long one of six bars and an extra 
minim. At this point the pace becomes furious, and, shortening 
his phrase by that extra minim, he ends it up with Jla/i (yes) at G- 
Meanwhile the drummer, about D, has dropped his cross-rhythm, 
and seems to be plotting something a little more interesting. 
When the oboist begins his six-bar phrase, the drummer varies the 
little figure with which he started at B ; thus : 


rrjn JTTn j 

1 JT9332 J J933131 ^ST 1 e 

1 r""P mSBHn rn r*TSm ns 1 / TIxo Aguro is Aielocat©d to givo 
J JS J J772J J J J jrr llaflubBidiarycroBBrhytlim. 

>• 5 »«“ 

which now becomes three-qiuaver rhythm : 

SI ;F37?73J J3J333DJ3J^I 

I J=5tF5=?3 J=5=??=3=3 !*• 

and so through an orgy of triplets, accented on the middle note, to 
the end. 

Whatever the reader may think of the melody, he will not deny 
the oboist a firm grip of a difficult rhythm. (His name was Panna, 
and he was said, incidentally, very likely with trtith, to be the 
^ best Shahnai player in Hindostan ^ ; the axis of the earth sticks 
up, however, in every city of India just as visibly as Ileine said it 
did in G ermany.) It is probably not accidental that the tempo ends 
up at J = 260, exactly twice as fast as it began, and the phono- 
graph leaves no doubt about the fact. The drummer is not so 
strong. He drums throughout in Tlntdl ; and there is nothing in his 
parands which shows that he feels the rhythm of A(]achautah at 
all. He ought to arrange to meet the player at one or other of 
the earns (A, B, C, &c.), and he does not do so in any case, although 
^ manages to get a general sense of climax towards the end. 
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The next is a Panjabi ghazal^ on two Shahnais (Havildar Eashu 
Naik Nawab) and dhol (Sipabi Miranbaksh) : 

O^azal (Dorian). 

Tal Dliamar, 5 + 5 + 2 + 2 quavers. 38rd Punjabis. 

3B33C* 

jisttimo. JJr*J rp-JJr* Jpr* JJ 

x>noi. j 2nd time. J Jp-J pfJJr* Jrr* JJ 

1 3rd time. JJlp* J r r- JJir*SJr rJ3J r 
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The two oboes, always nearly and never quite in tune with one 
another, produced ^beats’ which in the phoDOgraph are heart- 
rending. Afterwards the Havildar played alone these two bars 
of Chautdl, which the drummer ornamented at different places : 


Eag Sindora (Borian, hexatonic). 



I These give but a slight idea of the intricacy which is sometimes 

P ^ ' attained by a really good drummer. They are given because the 

^ phonograph guarantees their accuracy. Unfortunately it is difidcult 

to get both player and drummer into the phonograph, and I could 
only manage it when both, as in these cases, were very loud. In 
the case of song and drum, the song, and in the case of vlnd and 
drum, the drum alone is audible. In this last specimen at the 
places marked ‘ inaudible ^ the drum was quietly tapping the regular 
beats of ChautdL 

Drumming of this kind is in fact the substitute for counterpoint ; 
it serves the same purpose as that does of carrying on the interest 
of the music over the ^ dead ^ points, or of converging on a crisis. 
We are familiar with just such cross-rhythms in fugues ; in the 
following example the voices are never all in the same rhythm, and 
throughout bars 80 and 81 they are all in different rhythms : 





N.B.— The numbers are placed at the end of the bar to which they refer. 


A few tliehm of other Tdh than Tlntdl may he added in order 
to give an idea of the kind of thing ; the one or two new hoU they 
contain will not ofEer any difficulty : 
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Rupak, 2 + 3 a 5 unifca. 

336. ^ ^ khdtl) 

Tin trikad dhl nana 

J J J J 

Riijmk, 2 -f- 4 0 units. 

12 0 12 0 
Dliiga nana Unma | dliinna nana tunina 

j~2 j~3 jm j~3 jrj 

Tcwrt. 3 + 2 4- 2 - 7 units. 

1 2 3 1 2 n (noMd^l) 

Kndhina dliina dha ) katina tina ta 

jn in J -TTl J~2 J 

G ajala. 4 + 5 - 0 units. 

1 2 (no khali) 

Tin taka dhin nana 

J -n J J 

Surphakta, 4 «f 2 + 4 10 units. 

1 0 2 3 0 

Bliagi tlta dhagi dliagi tita 

j-j JT] 

Jhampa {Jhap). 2 4- 3 4 - 2 4* 3 ^ : 1 0 u n i ts- 
12 0 3 

Dhin dhatuna katfca dhatnna 

J jm j~2 j~n 

Chautdl. 44-44-2 4' 2 « 12 un its. 

1 0 2 0 3 4 

Bhadhadiiinta kiUdhadliinfca titakita gadigina 

J J J J Jri J J J J=3=5=3 J=5=3=3 

Adachautdt 24-44*4+4sal4 uni is. 

12 0 3 0 4 0 

Bhitrik dhinaiuna kattadkindhin nadhindhinna 

J J J J J J J J j' "J w J 

JDhamdr. C 4* 5 4* 4 ^ 14 un its. 

12 a (no khtm) 

Tadh6 dko dha taldta kitataka 

J J J j-rz rm 

The above is the method, or it would bo better to say a method, 
at Poona. The last two contain a cross-rhythm. They end 
respectively 

dhlndhinna dhindhinna 

j-j-3 j~n 


and 


taka takita taka 
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Pace {J^ayd) and ^ speed ^ (kdla). There are three degrees of 
tempos slow {velambit)^ moderate {madhya)^ and fast {druid). In 
whatever iem^o^ the music has a normal speed-unit, i. e. it is in 
crotchets^ as we should say, or else in quavers, and so on. Doub- 
lings and halvings of this unit {rmtrd ) — as we say, augmentation 
and diminution — are common, and have names. The normal speed 
is called the ‘ time of the time ^ (bdrobdri), or it is named dJid from 
the average length of the principal drum-beat of that name. The 
alterations of this speed are, taking the crotchet as the unit : 

J Thd (lit. a loud sound). 

J DTid^ or Bdrobdrl (the time of the time). 

Bviguni {Bum, Bigan), ^twofold’. 

Caturguni (CAaugan)^ ^ fourfold^. 

A ^ sixfold ^ speed is known ; but this generally not the but the 

jaa 

triplet-semiquaver as in . We need only concern ourselves 
with Buni (twofold). This principle of doubling the speed is at 
the root of the curious form the tkeias have assumed ; it results in 
'convergence^ of the Tdl, either (1) in itself, or (2) with some 
other TdL 

CoNVEEGENCB of one Tdl. A bar of a Tdl is beaten with one hand 
while two bars of its Buni are beaten with the other. Using Ta 
for the right-hand stroke, Ka for the left, a for the empty beat, 
and Bhd for both hands, Tlntdl may be converged : 

120S1203 Eight, Ta 
1 2 0 3 Left, Ka 

Dha ta ha ta ta ta ka ta 
or Surphakta. 

1023010230 Ta 
1 0 2 3 0 Ka 

Dha a ta ta ka ta ka ta ta a 
or Ohautal. 

102034102034 
1 0 2 0 3 4 

Dha a ta a dha ta ta a dha a dha ta 
or Tevra 

10020801002030 
1 0 0 2 0 3 0 

Dha a a ta a ta ka ta a a dha a ta a 

( J- J • n IJ. J J ) . 

R 


1490 
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Similarly one Till may be ' converged ’ with another : 

Tmtax |1203!130S|I208| Ri-ht 
Chautill I 1 0 2 0 3 4 | Loft 

Dlia ta a ta <1ha ta a ta <llia ta ka f a 

or, 

Tinldl |] 20 3|1 20 8I1 203|1 20311 203j 

Surphdicia 10280|10230|102 8 0|1 0 2 3fl| 

Dlia ta ka dlui ta dha a dha dlia ta ka ta dha dlia a dlia ta dlui ka ta 

"We have confined onrselves to three iok — la, ka^ and dha. But 
when all the hoU are used we see that the application of ihis principle 
of convergence mighty if we happened to know the details of the 
process, result in the concrete examples of the ikeka^ already given. 
We see, at any rate, that dha comes to be a long beat {dha) because it 
is generally succeeded by a ; and the prevalence of tinikim {Irlkara^ 
trikad^ tnka,y trilc) in the thekae is accounted for there by the 
prevalence of such forms as takaia and tatakaia liere. 

CuMiTLATioTsr. There is one other principle of disposing the beats 
and silences which accounts for a few out of the way Tdk^ and 
which must be mentioned for the sake of completeness. It consists 
of cwmdating the beats and punctuating these by blanks. Thus : 

0 X 10 0 X 10 two two foui- 
(a) 10|20|84:01560|780 10 0| 

ono one two tliroo four 

(&) 1 0 I 2 0 1 a 4 0 I 5 G 7 0 I 8 0 10 11 0 I 

ono two throo four fivo 

(c) 1 0 I 2 a 0 1 4 5 6 0 I 7 8 i) 10 0 1 11 12 la 14 15 0 1 

In all these the cumulative element tends to throw stress upon 
the final beat (in a, 10; in 11; in c, 16). This, a<5eordingly, 
becomes the first of the bar, and these three TdU are received into 
music, with special names, as follows : 

[a 10] ono ono two two four 
(a) 10120|8014501670189 10 .,| 

[■■11] ono ono two tliroo four 
(?>) Brahma 10|20|a01450l6780|9 10 11..1 

[«15] ono two three four five 

(c) 1 0 1 2 0 1 a 4 0 1 5 6 7 0 I 8 9 10 11 0 1 12 la 14 15 .. I 
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The striking thing about these Tdls is their length : 15, 16, 
and 20 units respectively. There may be a reason for this. It 
will be noticed that a is in geometrical, c in arithmetical pro- 
gression. (On those principles the cumulations might have been 
variously arranged, but it will be found on trial that other arrange- 
ments are not so satisfactory.) We are told that Savdri («), 15 units, 
in this its true form, is no longer in use, and that in its modern 
form it is simply taken as Tlntdl (16 units) ; and we can see that 
fifteen units is difiSicult to count, and that Brahmatdla {E) of sixteen 
units is an adulteration of it and a substitute for it. It was clearly 
necessary in these progressions to take a reasonable number of 
cumulations in order to display the principle ; but there are other 
reasons for not taking a lower number of them than has been taken. 

In (a) ‘ one, one, two ^ would not have shown the progression, and 
^ one, one, two, two ^ would have been too symmetrical, and Hindu 
Tdl loves variety. 

In (c) 'one, two, three ^ produces nine units, which is seldom 
wanted ; and ' one, two, three, four ^ produces fourteen units, which 
there are quite half a dozen other ways of counting. However, 
no doubt both these could be used, and probably are somewhere, 
and under some name or other. 

Indian drumming, then, varies the quality rather than the 
quantity of the tone. It practically ignores accent for its own 
sake. Such accent as there is on the first of the bar is due to 
the fact that two rhythms diverge from that point and converge 
at the beginning of the next or a later bar. It is the accent 
induced by the juxtaposition of opposing metres, as in the Eondo 
of Beethoven, Op. 22 



that pleases the Indian; not the accent which is sought for its 
own sake as a means of contrast, as, in the same movement, between 
the subject and the episode : 
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absence o£ harmony (which he does not mentally supply^ as we do) 
and in the disregard (4 + 4+ 5 + 4: + S) of the fixed section (4 + 4, 
&c., or 5 + 5, &c., which he demands), there is nothing to hold it 
together. But he would be in sympathy with the metrical scheme : 


3+3+2+2+2 
2 ^ + 2 -^ + 2 “^ + 2 ^ + 2 
2 + 2+ 3 + 3 + 2, 
2^ + 3-2 + 2-^ + 3^ + 3 
2+2 3+3+3+ 2 


= 12 crotchets (4 bars). 
= 15 crotchets (5 bars). 


It is this kind of variety which he gets from his drumming 
{dardard).^ He uses the drum ornamentally, and not as we do 
(with the exception of certain dramatic passages) structurally. 


^ Dardara^da^da-da-daj a word formed from the name of the principal drum- 
beat, dhcu 4 and r have practicaUy the same sound. 


CHAPTER X 

THE SAMAN CHANT 


It is a hoinoaTiablo pity to consider how few ther<>, 
arc who know, but fewer who consider, wliat tvonderfiih 
^mverfid-efficmious ViHxm and Operations Musick has 
upon the Souls and Sinrits of Men DivinelyhenL 

Thomas Mack. 

An inquiry into the ethos and structure of some of the oldest music 
of which there is any record is not a mere piece of antiquarianism ; 
it throws that sort of light on the music of modern, India which 
a knowledge of the geology of a country throws upon its scenery. 

Before coming to the Smnevveda itself it will be necessary to 
glance at the recitation of the other Vedas, especially the ligveda. 
For the Simaveda has borrowed the large majority of its text from 
the ligveda^ only altering or expanding the actual words so as to 
make them suitable for chanting ; and much of the grammatical 
and prosodical determinations of the Bgveda has been given in the 
Sdmaveda a musical meaning. 

The Bgveda is recited now, as it has always been, to three t-ones ; 
for the accent was originally a mark of nnisical pihdi, and became 
a mark of stress only after the beginning of our era.. TTie ^ raised * 
(uddtta) and 'not raised^ (gnuddlla) sounds represent the iv/o main 
pitches of the speaking voice; this is the prose accent of the 
Bfdlmanm ; and there is nothing to show whether tlu^se two prose 
accents had any musical relationship. In a<ldition to these two 
there was, for the reciting voice, the ^ sounded/ tone which 

is shown on philological grounds to have been originally between the 
two others in pitch, but which is in the Jigveda above the uddUa» 
No explanation is given as to what is exactly meant by ' sounded V 
although it seems clear from the treatment of svarita that it means 
' graced \ The ^varita is in effect falling accent of a dependent 
nature, marking the transition from an accented to a toneless 

‘ Haug {Uchcr das Wesenj p, 74) appoarB to atscjopt tho vitiw that mmriia 
from Svara (like getoni from Ton) moans ^ accontuatoeP. But (1) this looks liko 
a false analogy from the double moaning of Ton, and (2) marUa must surely be 
connected with sudraj which meant, tochnically, a downward slide through the 
svarasj I o. the svarita was that note to which this slide was attached. 
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syllable. It regularly follows the ucldUa^ ' io the rise of which its 
fall corresponds in pitch.^ But also, ^ the first part of the svarita 
sounds higher than the uddUa^ (ibid.), so that the svarita is practi- 
cally an ornamented uddtta falling to an indefinite pitch below it. 
This indefinite pitch is called praca^a throng ^), in allusion to the 
number of unaccented syllables which occur there in succession; 
thejjracapa is toneless, as distinguished from the uddtta and anii^ 
ddtta^ which are toned.^ Before the rise from the praca^a to the 
next uddtta or svarita^ the voice descends to a ^ lower (sannatara) 
or ^more lowered^ [anuddttatara) note, which is below the amiddtta. 
That is the original theory of the recitation; it will be seen, 
however, that it is modified in practice. This example, from Hang, 
p. 52, shows the svarita marked with a perpendicular line over the 
syllable, the anudatta with a horizontal beneath ^ ; the uddtta and 
praaaya are unmarked : 

us AUA^ US AUS 

no . . de - ylv a - bhi - sta - ya a - po . . 


PAUS PAUS P 



bha-van - tn pi - ta - ye , . ^am yor a - bhi sra - van - tu nah 

This is the Poona form of recitation taken down by Hang from 
the lips of Maratha Brahmans.^ Only one form of the svarita, the 

^ A. A. Macdonell, Yedic Grammar , p. 77. 

2 It is tempting to see in tbe pracaya the counterpart of the pyknon. The 
pyknon was the cluster of three notes at intervals of a diesis (quarter-tone) which 
occurred in the Enharmonic genus (or of a semitone in the Chromatic). Thence 
there was a leap to the mese just as there was a leap from the anudatta, or 
pracaya, to the uddtta. But the pyknon was not an amorphous cluster ; one of 
its three notes stood out from the other two, was in fact of the nature of a tonic. 
This is closely analogous to the toneless pracaya in which the toned anuddtta 
stood out. And this ‘ toneless tone ’ may, further, be in principle the forerunner 
of the drone, frequently relegated to the drum, which might be called from one 
point of view toneless, from another, toned. The formation of the svarita tells 
us that the interval which was taken as a leap in ascent was bridged in. descent ; 
and this is borne out by the practice of modern Rdga, which prefers on the whole 
disjunct motion in ascent and conjunct in descent, 

^ Bemndgari letters are surmounted by a continuous horizontal line. A per- 
pendicular line stands out well against this, and a horizontal line against the 
tails of the letters below. 

*' Hang (loc. cit.) gives four more of these stanzas. 
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appoggiatura E^l, is here employed. But the noticeable thing is 
that the pracoLyo, (marked P) is the same note as the wdatta, not as 
the anuddUa-, if in a chant of only three notes it is to be distin- 
guished from the dnnddtta, it could not well have any other place; 
stilly this change appears to await ersplanation. 

In the following specimens ^ from Madras the svarita appears 
as a single note (P) and as an upward appoggiatura^ E F. 


s 


s 


s 


Ex. 

341. 


a - gni-ml 


S PSP 



-A. A A P - P 

TRtt- " Ki" ' :| ~ ' - ' - ' , . . — „ 

842. :St ... ^-:J ^ z=£=. F 

Co - da-yi • tri sti - nr-ta - naiji ce - tan - i su - ma-tl - nam 

In the second of these examples the syllables Co-da obey a rule 
that ^ when more than one anuddtta precedes an uddUa, all but the 
last are sounded lower Dr. Erwin Felber^s book, which has lately 
appeared, Die indiscke 3lus%k der vedischen und der Jclamecken Zeit^ 
contains (p. 106, No, 433) an example of recitation of the Bgveda 
^in the style of the old which is more florid and of largei 

compass than any of tiiese. 


The Tajurveda is also recited on the notes D, E, P ; although ir 
the half dozen times I heard it D, E, P}{ ^ was quite as common 
The following is from a Mysore singer : 

Ex. 

84a 

Ka - ya na - 6 ci - tra a bhu - vad ti - ti sa-da - Tx-dliah sa 




- Aba Aa-ya la - ci-stba-ya vr-ta 


^ See M. ^esagiri SEstri, Descriptive Catalogue of the Government Oriental MSS, in th 
Madras Library^ vol. i, pt. 1, pp. 3, 4, 

* Koted here for convenience as C, B, E ; I made no note of the absolute pitch 
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but the passage is too short to show the compass. At any rate. 
Dr. Felber^ gives two specimens of Tajurveda on pp. 108^ 116, 
which show a compass of a Fourth and a Fiffh respectively ; his 
example (p. 106) of the Rgveda reaches a Sixth. This is perhaps 
only one more instance of what is so common in music, the ^ oASLcial ^ 
rules lagging decades or centuries behind the practice. His three 
examples (of both Vedas) show a foundation scale D, E, F, though 
one of them begins in E, F}}, G, and continues in E, F, G.^ 

The Jtharvaveda does not appear to be recited, at least not in 
accordance with rules. But all reading of the Nostras is recitation. 
Students read, i. e. recite, in the same room. Children are taught 
to read so. A boy read me some of the JRgveda^ employing the 
accents correctly, but stopped when he reached a certain page 
^because he had not leamed any further \ 

. It will be noticed in these examples that with the exception of 
an occasional grace-note or appoggiatura — and a great many more 
grace-notes are put in than appears in the text, for seldom is a note 
ever sung, as we should say, clean — ^the syllables are allotted one 
note each ; there are no melodic figures like the ligatures of Gre- 
gorians. For these we turn to the 

Sdmaveda, The symbol round which the elaborate ritual of the 
Sdmaveda gathers is that sacrifice of which the drinking of the 
juice of the Soma plant was the central point. The virtues of 
this juice are recapitulated in the ninth book of the Rgveda, from 
which mainly the words for the Sdman chants are taken? Soma 
is translated ^ moon-plant ’ ; and the Sdmaveda is specially connected 
with the worship of ancestors, whose abode was the moon. Great 
care was taken not to deviate from the original melody-types and 
rhythms, and the religious efficacy of the hymns was held to 
depend largely on the right application of directions contained in 
the Brahmanic explanations [Brdhmana, not later than the sixth 
century b. c.) of the Vedic text {Samhitd), The expense of the full 

^ The names of the notes throughout this chapter indicate relative pitch only. 
They are chosen at any absolute pitch which is suitable, as jEragments of the 
Saman scale, which is explained, or at .any rate discussed, later. 

* There is nothing to show that the chants are later than the words ; in fact, 
since Sdmans are often mentioned in the Bgveda there is a probability, beyond 
the intrinsic likelihood, that they are older. 
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ceremonial was not small; the Soma sacrifice involved days in perform- 
ance and months in preparation. A full description of its elaborate 
and gorgeous ritual is to be found in the Aiiareyahrahnana of the 
Rgveday translated into English by Martin Ilaug, 1863, and its close 
connexion with the fire-worship of the Zoroastrians is there detailed. 
Other creeds have nOw swept across India and buried that of the 
Vedas in oblivion. The memory of the words and (diants, and 
possibly of parts of the ritual, lingers chiefly in the South, Even 
there the true &m<;35-singers are few, and impostors are b(‘ginning 
to flourish. 

The body of hymns is divided into two sections, which may be 
centuries apart — the early, according to the latest, authority/ the 
TJttardrcikay and the late, the Rurvdrcika- The early hymns are 
divided into (1) the ^investigated^ {Uha)y and (2) those which are 
Ho be investigated'’ {(Jhya) or which arc Hecret’ {Rah(W/(i). The 
later hymns are in three divisions, addressed to Fire {/igni)y the 
Rain-god {ludra)^ and Soma PavanuinaJ^ These arc arranged inter- 
nally according to their metres, and according to the ^jubilations*’ 
{ytahka) and the doxologies (the parts of the hymn which are genuine 
Sdnmi). Only seventy-five verses, out of many hundreds, are not 
borrowed from the llgveda or other wSource; such borrowings arc 
known technically as yoni (womb). A distinction is also made 
between those verses of the ligveda which hav(^ one melody [eka- 
mmi) or many (Jialmmmi), showing that Sdmaji is, properly speaking, 
music, not music and words, nor words for music. In fact the 
conception is the reverse of ours. Wo speak of setting words, that 
is, putting music to them ; but the Sdma?i is a melody for which 
words were found (chiefly in the ligveda). This is the case too with 
modern poets; Rabindranath Tagore says that when the general 
idea of the poem comes into his mind, ho first thinks of the 
melody (generally his own) and then writes words to it. We are 
reminded of Burns’s two manful attempts to find words for that 
Hrinkum-crankum tune, Robin Adair’, with its Hiursed, cramp, 
out of the way measure and of his better success with Duneaix 
Gray, ^ in Scots verse 

The rhythm is, as in Plain-song, determined by the words, which 
decide where it will be appropriate to take breath. The two versions 
of the first hymn of the Sdwaveda which follow are from A. (3. Burnell 
(Amyalfdhmanay Introd., p. xlv) and Sesagiri Sfistii (loc. cit.) ; and 
^ Oaland, Jaimintya-samhMj p. 4. ® Pavamdna, clarifying. 
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the notation is in accordance with the directions of the Gmas (the 
Samaveda text as actually sung) as they understood them^ checked 
in the first case by the verification of a musician^ and in the second 
by the usage as the writer knew it : 

Burnell, ^rseyabrahmaria, p. xIy, 


844. 


Igg: J -p fj ^ P'" p-| 


0 - gna - i a - ya hi vo - i - to - ya - i 

Sesagiri Sastri, Cat, Sanskr. MSS., Madras. 

gr-na-no ha- 


0-gna-i a ya-M I ve - i - to ya a i gr-na-no lia- 





— _ =>. 

p= = = =r- 

=>• 

- vya-da - to - ya 

i 

to - ya - i 

na - i ho - ta sa 

- 

- vya-da to ya 

a i 

to - ya - a - i 

na - i ho - ta sa 

a a 

>• 

- tsa - i ba 

- - 

- au ho 

ha - rhi 

I'l 


tsa *• a - i ba - a a a au ho ba - rbi - i - I - t * slil 

Here, and elsewhere, a long mark over a vowel sometimes represents musical, 
not prosodic, length. 

The actual words of the hymn are : 

Agna ayahi vitaye grnano havyadataye [ 

Ni hota satsi barhisi || ^ 

The bar-lines (given by Burnell only) are breath marks. The last 
note of each ‘ bar ^ (pa^'van) is accented {vrddha)? 

The next two examples have no such authority. They are merely 
the versions of two whom I heard in Mysore and Bangalore, 

of an identical verse, and represent possibly two different sects 
^ Translation : ‘ Come, Agni, praised with song, to feast and sacrificial 
offering j be seated as Hotar on the holy Ku^ct. grass.’ 

^ Lit. augmented. It appears to be occasionally augmented in time-length 
also, counting 8 to the 2 of the long (jMrgha) and the 1 of the short (hrasva). 
Later theory (see p. 256) has added lengths between these. We are reminded of 
the Greek time-unit (chronos protos), ‘two-time long’ (disSmos) and ‘three-time 
long’ (trisBmos). 
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{SdkM). The tonic is D in both. cases; that of Mysore ‘’closes’ by 
means of an unusual leap (C, E, C, D), and that of Bangalore by 
the device of an ‘ Alleluia ’ (stohlia ) : 


Mysore. 




Ka - ya na - ^ ca 
Bangalore. 


i tra - S, bhud fl 


— W — iiJ- — /ii^‘*Zr — 

ya na- ^ ca - ay - tni - bbuvud d 



- tl - sa-da " vr-dlmb. aa-klm an - n-ho - o - bai ka-ya . . 

- tl - ea-da - vr-dha sa-khS. - au - ho - hai ka-ya * • 


6a - ci - sjha - yo ha 

6a - ci - §tba-yo . . ha him ^ - 8, « vy - to . . hai 

There was, not Tinnaturally, great difficxxlty in inducing priests 
to sing these chants^ and one man, at Bangalore, offered in Heu 
thereof ‘ Sanskrit in the style o£ Sdman \ But the unusual content 
of the words shows its influence in the xnore or less rhythmical 
phrases induced by the prosody, which take the place of those vocal 
phrases and melodic figures which flow naturally from the liturgical 
use of the words in the Sdmaveda : 


Bangalore. Sanskrit in tho stylo of Sdman. 




He jih-vo 


ra-sa-sa - ra-jfio 


sar - ya-da 


- Daa-dhu-ra*pri - ye 


nS - rft - ya-na 


khya pi - yU 


§am - pi-ba ji^ji-ve 


ni-ra-nta-ram 
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On the other hand, at Tan j ore a man got np of his own motion 
nd sang Sdman before a roomful of people, and, what was more 
urprising, before a European in their presence. It appeared that 
le had a theory of his own as to how Sdman should be sung, and 
ms seeking converts. He has evidently taken the scale of the 
Ydradauhd (see below, p. 259) as if it were in the modern notation, 
J'-Gr, instead of the ancient, G-A, and the mode is therefore changed, 
j^urther, the essence of the Sdman chant is that it circles about one 
lote, F (or E, or D), and only leaves that to form a downward 
adence. His version draws attention away from the E to the A 
)elow, which in the true Sdman is quite a subsidiary note, and it 
)egins, therefore, to be in a regular Rag, which Sdmagds assert 
)Ositively that their chants are not. Moreover, he has forgotten 
bfter the first line to put in those characteristic prolongations of 
lotes by vocalizing syllables which add so much to the solemnity 
f the chant : 


Tanjore. 


In - dra 


ho 


vai^ - va - sya rfi. 


ja - ti ho va - 



-ho - - - i - na Kr - pa . . sa-mu-draip su- mu-khai?x 



tri - ne - traip ja - ta . « dba - raip pS.r - va - tl . . va - ma - bhar-yam 



sa - da - - vam ru-dram a - na - nta - ru - - - paxp oi-dara- 





ba-re - feip hf-di bha - - va - ya - mi - « 

The words are spelled phonetically ; his original text is not available. 


Form, The Sdman is divided 'into five parts : 

(i) Prastdva, introductoiy ascription of praise, preceded by the 
syllable 7inm, sung by the pradotrl, or assistant priest. 

(ii) XJdgUha, preceded by om^ sung by the udgdtri, or priest. 
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(iii) Pralilulra, tlie joining in, preceded by hm, sung by the 
pratiharffi, who ‘joined in' at the last syllable o£ the wlgltha. 
Sometimes the jmtihdra is divided into two, in which case there is — 

(iv) Upadrava, the recession, formed out of the last few syllables 
of the pratikilra, sung by the wlgtlln. 

(v) Nid/imia, the coda, consisting of one or at the most two 
syllables, sung by all three priests, followed in some cases by omd 

The following are the first two sections of the first hymn of the 
Samaveda : 

Burnoll, ArmjalmVmana, p. xlv. 




1 These five 'bhakti (see p. 255) are the subject of Dr, Si^ion'a latest work, 
Das FaHcavidhasUtraj Breslau, 1913. 
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Tlie verse^ dgna dydlii { gveda VI. 16. 10), is sung tliree times 
)ver to form a doma (group) ; Burnell only gives two of the three, 
ind they are arranged here under one another for comparison. 
Df the remaining nine verses of this particular hymn, eight are 
:rom the Bgveda, and the last, which forms a doxology, belongs 
ixclusively to the Sdmavecla, Besides the first verse, the fourth 
ind fifth also form stomas ; the sixth, seventh, and eighth are sung 
jwice, and the other four only onee^ ; in all, nineteen sections {IjhaJdiy 
rhe usual number was fifteen. Mention is also made of nine and 
:wenty-one hhakti ; so that a basis of three or five or seven stomas 
•s implied, varied probably in any particular case. 

The practical directions for the singing of these hymns are given 
n the Gdnas, These give the text of the 8dw.aveda (which has 
)een culled, with modification, from the Rgveda chiefly) with the 
syllables vocalized (i. e. with prolongation and modification of 
trowels) and farsed (i. e. with insertion of vocal syllables between 
bhose of the text). These insertions {stohha, praises) are the exact 
30 unterpart of the jtilila interpolated in Plain-song in the ninth 
ind tenth centuries, out of which ^ tropes^ were developed in the 
sleventh,^ as the lhakti of the Samaveda are also of the ^ strophes ’ 
3f Plain-song, which, like them, were of indefinite number; the 
idea, too, of singing the hymn in stotras (stanzas) and stomas 
[groups) is reproduced in the sometimes single, sometimes repeated 
performance of the strophe. 

Bhytlm, The metres of the hymns are six (later eight) chief 
ones, in which the governing factor is the number of syllables, 
varying from twenty-four to forty-four for the stanza. Quantity 
of vowel is taken no account of except at the cadence. These need 
not detain us now, as the rhythm of the chants ignores the poetical 
metre entirely. In the true Sdman there are only three time-units : 
a short [hrasva) note for a quantitatively short syllable, a long 
(dlrglid) for a quantitatively long ; syllables made long ^ by position ’ 
count as short. An occasional important syllable still further 
lengthened or, especially at the end of a phrase {^arvan)^ stressed, 
or both lengthened and stressed, is called augmented {vrddhi) or 
prolate {pluta). This also finds its analogue in Plain-song. 

1 Those are called stotras. 

® See W. H. Frere, Winchester Troper, Introduction, p. xxxii so<l. 
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The system of the Matmlahana (date ?) is an advance upon this, 
and is placed here for comparison beside the modern South Indian 
scheme of time-values : 




Matralakbana. 

Mobern System (S. India). 

1. 

j' 

Anumatra, * under ’-matra ! 

ANUDRUTA, under ’-quick. 

2. 

j 

Ardhainiitra, half-matra 

DRUTA, quick. 

3. 

j. 


Druta virilma.’^ 

4. 

g 

HRASVA short, or MATBA, unit 

LAG HU, light. 

5. 

J J' 


Laghu viriima. 

6. 

jT 

Adhyardha, additional half** 

Lagliu druta. 

7. 

cJ ' ’ 

(sc. matra) 

Laghu druta virama. 

8. 

«9 

BiRQHA, long 

GURU, heavy. 

9, 

«S>, W 


Guru virama. 

10. 

,s> J 

Ardhatisralj, third halt 

Guru druta. 

11. 



Guru druta virama. 

12. 

<45* • 

PLUTA, prolate, or VRDBHA, 

PLUTA, prolate. 

13. 


augmentc.d. 

Plata virama. 

14. 

«P •• 

Ardhacatasralj, fourth half 

Plata druta. 

15. 

ap 


Plata druta viriima. 

16. 



KAKAI^ADA, crow’s foot.’ 


These interminable theorizers also subdivided the amalruta. The 
anudruta is the equivalent of : 


2x2= 4 Kam 

4 X 8 «« 32 Nimesha 

8 X 32 = 256 Kii^tha 

16x108= 1728 Lava 
82x512 = 16884 Ka^a 


Byllabic instant.* 
moment. 

of an hour. 
^-0 0 ?) of an hour, 
atom. 


The use of astronomical subdivisions is interesting, though hardly 
illuminating (there are other explanations of the kmtM and 
The only one of these terms in practical use is the kald^ which 
properly means The hold is -3^ of the Laghu (their unit) as 
the semiquaver is of the semibreve (our unit). Cp. the German 
Sechzehntel and the American * sixteenth note \ 


* YMma appears to be used indifferently for a rest or a dot with the time- 
value of an anudruta. The word means in general ^ stop ’ (of punctuation) ; and 
is used in particular to show that a consonant is not followed by the d which is 
inherent in it. 

* Op. German and&rthalh ** IJ, dritthalh *■ 2J-, &o. 

« The sign in one modern notation for the longest note is x . 

* The syllable M has two < instants 7c and «. 
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Scale, In the accompanying* list of authorities for the Sdman 
scale the first six are ancient, the last four modern; the two sets 
Eire separated by something like twenty centuries. The list is 
probably not complete; there is no indication of place of origin. 
They are collated on two assumptions: (1) that the words krunta^ 
prathama^ &c., name the same note wherever they occur, that is, 
bhat hrmta^ for instance, was not at different periods applied to two 
different notes, and (2) that the two identifications of the Sdman 
aames with the notes of the secular scale by authorities III, VII, 
VIII, and X are to be trusted. If either of these assumptions 
should be shown to be wrong the evidence would have to be recon- 
sidered. 

Names of the Sdman notes. As extensions of a nucleus — prathama, 
ivitlya^ trld>ya^ caturtlia (first, second, third, fourth) — occur three 
Dthers — krusta, mandray atisvdrya, 

Krusta. In more than one of these authorities the order in the 
original text is prathama, dviUya, trUya, caturtha, mandra, hriiMa, 
%tisvdTya. Krusta is used of the highest note ; and as the sixth in 
a downward series this word has given trouble. Burnell proposed 
bo read krsfa, ‘that to which Jcarsana has been applied.^ He did 
not, however, explain why karsana should be applied in the sixth 
place especially, and it appears now that it is typically applied to 
the highest note. But there is nothing to show that the order of the 
names is the melodic order ; and it is at least possible that in the 
order given above the first five name the ordinary notes of the scale 
(see p. 258, 1. 12) and the last two the extraordinary ones (which 
happen to be at either end of the five). Meanwhile, if order does 
matter, that of No. Ill, in which Imta actually occurs, is the order 
of the original. Moreover, No. V alludes to the seven svaras as 
krustddi, ‘ beginning on krusta ’ ; so there is little doubt that the 
krm^a is above the prathama, and that another statement of BurnclFs 
that krusta and prathama are the same note is not universally true. 

There is another interest attaching to the word krusta, ' highest/ 
It shows us, as do also the ordinals prathama, caturtha, that the 
Hindus regarded the treble as high and the bass as low ; as we do, 
and as the Greeks, who named the lowest note hypate (highest), did 
not. This reminds us that high and low in music are merely a 
metaphor, though a very natural one. In a somewhat similar way 
Europeans regard the harmony of a song as ^ underneath^ the 
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melody; whereas the Maoris think of the song as ^heve, down 
below ^ and the harmony as going up to the roof under which they 
are singing and ' coming down ^ to them. 

Ma/idra, low. This is the usual name for the sixth note ; it is 
once (No. IV) called pancama^ in continuation of the ordinals. That 
it was a substantive note of the scale we see perhaps in No. I, where 
it appears even though the is omitted. But that it was on 

a different footing from the five notes abov<i it is indicated in line 4, 
where they are all head-notes as opposed to the mamlm^ a chest-note. 
It gave its name also to the lower octave in the secular scale as 
opposed to the middle octave {madhya^ or madhyamd) and the upper 
or nttama). 

Athmrya,^ extremity of the cadence. This is a curious name for 
the lowest note of the full scale, to which we should naturally have 
attached some idea of a tonic. But it is obvious that it is not 
a substantive note of the scale at all. In lino 4 it only exists by 
permission of the mmtlra ; in line 10 there is an uncertainty about 
the pronunciation of its name {athvdn/a, atimira, anmvdra), and 
alternatives are suggested — (sixth) and emfya (last) ; in lines 
17, 19, and 25 the ® musical hand ^ docs not provide for it, and line 4 
does not appropriate to it an organ of the body. It is clearly an 
^ extra’ note; and it may be observed that the Greeks similarly 
regarded their scale as stopping normally at the B, while they called 
the note A below it ^ extra ^ (prodambanomeno^). 


TeiracAords. There are indications that the nucleus of the scale 
was, successively perhaps, the tetrachords : 




The tetrachord E— B. In line 9 this is the of the Tdiiiifiyixsj 
confirmed by line 29. In lino 16 these same notes are appropriated 
to the four Rgveda accents. Lines 1 and 2 are very difficult 
because we do not know how to place the three notes of line 2. 
Adama (eighth) in a scale of seven notes is surprising. But it will 
be seen at the foot of the diagram that the scale actually contains 
eight notes, and it is just conceivable that which is obviously 

extra to the accepted seven, names the F#, which is alternative to 
the PlJ. This leaves sama (level) and iukret (bright) to fill three 
places ; and all that can be said is that atuvdrya^ the ^ additional ^ 


I 


I 
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note^ is the most likely of the three to have been left unfilled. In 
line where we can place the notes^ it is remarkable that Mlya 
should be omitted in the series of four; and this may be an indi- 
cation that the D was not on the same footing* with the others, and 
that in this treatise, at any rate, the real nucleus of the scale was 
held to be F E~C B, i. e. composed of the Fourths F-C and E-B. 

The tetrachord F~C. On the other hand, the fact that the four 
ordinals (first to fourth) are assigned in every treatise to the notes 
F, E, D, C, and that in line 6 the Rgveda accents are appropriated 
to these notes, makes it clear that the tetrachord F-C has an equal 
claim with that of E-B to be considered the foundation of the scale. 

The hesitation between these tetrachords is reflected in the 
‘^musical hand of line 17, where F and E are both assigned to the 
first finger, and C and B both to the fourth ; and the hesitation 
remains, in respect of C and B, in lines 19 and 25, 

It is clear also that the scale consisted normally of only five notes 
for a considerable time. In the Pu§pamtra (9. 26) we find that 
^ the Kauthumas sing the majority of their chants to five tones, 
a few to six, and two of them to seven tones ^ In line 12 we find 
Sol-fa names for five notes only. That no more than five were con- 
templated may be seen from the choice of consonants. They are 
the medials of the five classes of consonant (guttural, palatal, 
cerebral, dental, and labial) proceeding in regular order from throat 
to lips. Lines 17 and 25 are a further indication that the normal 
scale consisted of five notes. All this lends some support to the 
interpretation given above of line 1. 

The scale was increased to six by the addition of krusta. That 
this was an afterthought is seen in the fact that it is independent 
of the nomenclature by ordinals, in the hesitation as to knista or 
hrsta, and in the confusion introduced into the musical hand (lines 
19 and 25). Finally, a seventh note was tentatively admitted in 
the atisvdrpa^ 

Comomnce (samvaditva). The consonance which was suggested 
by two tetrachords, F— C and E-B, is carried out further in line 
23, where the seven notes are divided into two similar tetrachords. 
This consonance holds whatever the intervals may be between the 
notes within the tetrachord. For the intonation of these we depend 
on the identifications in lines 14 and 21 of the Sdman notes with 
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those of the secular scale, which, as we saw (p. 114), was at least 
as old as the oldest of these treatises. 

In lines 6, 15, and 31 Sa is identified with and this gives 

the Sa-grdma in a plagal form from N(i). In line 14 Sa is identified 
with atimhya, and this gives the Ma-grdwa in a plagal form from 
N(i), or the Sa-grdma in an authentic form from M(a). But S (a) and 

P(a) arc samlrll) tlierefore the notes are 1) and A (not I) and A). 
The two scales arc therefore 


and 


Sa-grUina. 



Ma-grUma. 



"We saw in Chapter IV that the GandMra--grdma was, according to 
one explanation, 

t % 



and it is possible that the Sdmmi scale may throw some light upon 
it. That scale is reckoned downwards, and therefore the note E 
is called Il(i) ; but the gramas are reckoned upwards, and therefore 
E is G(a)* If the Ga-grdwa begins on E, it has for its upward 

tetrachord E, E, G, A, that is, a semitone and two major tones. 
These make more than a Fourth, therefore either the semitone is 
the Pythagorean comma 90 cents), or one of the tones is 

a minor tone, as in the lower tetrachord, E, D, C, B. The upper 
tetrachord would in the first case be the same as the early Greek 
Doric, and would contain the ditone, instead of the major Third. 
It seems likely that in some way of which we cannot now trace 
the history, the gdndhdra-grama is a relic of this old tuning. The 
Comma of Didymus (l-^) has to be negotiated somewhere in the 
scale. We, in Europe, put it between the A and the 1) (major 
tone, semitone, major tone), the Indians between the E and the A 
(semitone, major tone, major tone). In so placing it, it is possible 

that they reduced an original I) |||, F f-, G A to a later E 
:PiG-|,A. 
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We have other hints which point to a correspondence between 
he Greek and Indian scale. The Aryans came into India from 
he North. Gandhara is the same word as Kandahar, which as late 
IS Alexander's time (fourth century b. c.) included Afghanistan and 
he Panjab, with a capital near Peshawar. The Gdndhdra-gmma is 
he oldest of the three gramas^ and may preserve an early Aryan 
radition. The Aryans spoke Sanskrit, which is closely allied to 
jreek. Evidence of the correspondence of the Greek and Indian 
lystems has been accumulating in these pages; and that the 
undamental scale of Greece, the Doric tetrachord, should be iden- 
;ical in form with the oldest form of Indian tetrachord would be 
nore striking evidence than any. But it is unfortunately not more 
ban circumstantial. 

The Gandhara scale gave its name no doubt to the Gandhara note, 
rhe names Madhgama and Pancama have been discussed in Chapter 
Of Rsaiha, Bhaivata^ and Nisada nothing is known ; they 
nay be place-names, like Gandhara^ or fancy names, like the 
najority of the hutu. Of Sadja there is something more to be 
said. Referring once more to the list above we find in line 4 the 
seventh note left without an assigned organ of the body. In line 
14 that same note is called Sa. We remember also that the 
ifisvdrga is not a regular note of the scale, but is introduced into 
t as an extension of the other six. Elsewhere, in the Sanglta-sdra- 
mngraha^ for instance, sadja, which undoubtedly means ^bom of 
six is said to be produced from six organs of the body, viz. nose, 
throat, chest, palate, tongue, and teeth. Putting these together 
ve see that the name sadja is merely the mythological expression 
yi the musical fact that the atuvdrya was an ^ extra ^ note on 
i different footing from the others. 

There is, however, another tradition as to the intonation of the 
Sdman scale. M. Sesagiri Sastrl {Bescrijjtive Catalogue^ pp. 3, 4) 
gives the scale as Ma, Ga, Ei, Sa, Dha, and says that the sound 
is that of the Rag Abhogi. That Bag is : 


s n s K 0 M D 



Drone D ^ (which does not matter here, the drone being a later 
I The European note (not the svara)^ 
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invention); am^a E, omitted notes C and A. This is an old tradition; 
as may be seen from three passages ; (1) in an early book of the 
MaMhMrata the notes of the secular scale are given as Sa; Hi, Ga; 
Ma, Dha; Pa, Ni; (2) in the Ndradafihd (I. 2. 16) the order is Ma; 
Ga; Ri, Sa, Dha, Ni, Pa; and (3) in I. 7. 4 it is Ma; Ga, Ri; Sa, 
Dha, Ni (Pa omitted). In all three passages the first five notes are 
the same; and the last two are out of order; this looks as if the 
first five were substantive and the last two optional; thus : 

s R G M n p N 



and this is the scale of Sesagiri Sastri and of the Rag Abkoffi; 
and since the of Ahliogi is at E, it divides thus : 


n s R G M n 



and its lower tetrachord is similar to the of the A hvdrahm given 
in line 26 of the list. We must accept this transilient scale, there- 
fore, as a collateral form of the Sdman. 


The muncal hand. The basis of numeration is in some countries 
five, in others a dozen (England) or a score (Prance) ; in India it is 
four. Rupees; for instance, are frequently counted by placing one 
finger on each and sweeping them into the hand. Bearing this in 
mind; it may be possible to introduce some method into these dis- 
crepant accounts of the musical hand. The root idea of this 
' cheironomy ^ is that the thumb touches successively the tips of the 
four fingers. This is seen in the evdm^ or cadence, where the hand 
is held ^in the shape of a cow^s ear^ (see the second of the two 
illustrations opposite), and the thumb passes over the four fingers 
in succession. Line 17 may accordingly represent two systems of 


counting ; 


Ga 

Ri 

Sa 

Ni 

Bha 

(«) 


1st 

[2nd] 

[8rd] 

4th 

(V) 

1st 

[2nd) 

3rd 

4th 


(line 17) 

1st 

1st 

3rd 

4th 

4fch 

Similarly line 19 : 

Ma 

Ga 

Ri 

Sa 

Ni 


(&) 

[Ist] 

2nd 

8rd 

4th 


(c) thumb 

[1st] 

2nd 

3rd 

4th 

(pentachord) 

(line 19) thumb 

thumb 

2nd 

3rd 

4th 
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Lines 24 and 25 combine these. We have therefore : 




Ma 

Ga 

Ri 

Sa 

Ni 

Dha 


w 



E 

D 

0 

B 

(tetrachord) 

(6) 


P 

E 

D 

C 


(tetrachord) 

(C) 

G 

F(F|) 

E 

D 

c 


(pentachord) 

baseSj perhaps 

successive bases. 

of the Bdman scale. 

TAe accents. 











Ma 

Ga 

Ri 

Sa 

Ni 

Dha 

Pa 

(i) line 6 



U 

S 

P 

A 



(ii) „ 16 1 




S 

A 

n 

P 


(iii) „ 23 1 


S 

u 

A 

S 

u 

A 

S 


There was a doubt, as we saw, about the relative position of 
uddtta and svarita : in the IRgveda the svarita is above, but there is 
reason to think it may originally have been below the udatta. This 
doubt, reflected in (i) and (iii) above, is natural if we consider the 
nature of the warita^ which started on the udatta^ rose a little above 
it, and fell much below it. It was natural that in recitation, where 
the question of exact pitch did not come up, the fall should be the 
conspicuous thing, and in its general effect the ^varita come to be 
considered below the uddtta ; but that, when the pitch came to be 
defined in chanting, the rise should rather attract attention, since 
a fall or cadential phrase took place for other reasons than the fact 
that the syllable had a svarita accent, whereas the rise was peculiar 
to the svarita note, and therefore in its particular effect the svarita 
was above the tiddita. 

That in (i) the praca^a is above the anuddtta and in (ii) below it 
need cause no trouble, since, as the ^racaya is ^ toneless^, there is 
really no sense in assigning it to any particular tone. 

The position of the anuddtta above the uddtta in (ii) is more 
diflBicult. Perhaps we are justified in calling Ga (in ii) uddtta on 
the analogy of (i) and (iii). This would fulfil all that is required 
of the jgracaya and anuddtta^ that they should be somewhere below 
the svarita (and the upper uddtta). The lower uddtta then appears 
as the other terminal of the tetrachord, with the svarita above it. 

In (iii) the accents appear to lose their grammatical meaning 
entirely and to be given a musical meaning. The uddtta is now 
the terminal of the tetrachord, at Ga and Ni, with the svarita above 
it and the anuddtta below it. The uddtta is ‘raised^ above the 
others not in pitch, but in musical eminence. The svarita loses its 
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sense o£ ‘ graced ’ note, and becomes a note of certain relative pitch. 
The anuddUa is no longer of indefinite ^low' pitch, forced under 
certain conditions ‘ lower ’ {aniuhlUatara), but becomes definite. 

The theory of consonance thus determined has its counterpart in 
Greek music : 


svarita 

G 

lichanos 

“udatta 

F 

parhypato 

anudatta 

E 

hypate 


Bvarita 

B 

lichanos 


„udatta 

C 

parhypato 


anudatta 

B 

hypate 


[ atisviirya 

A 

X)ro8lambanomc nos ] 


These are quite different from Hucbald’s exccllodes, superiores, 
finales, graves, with which Burnell compares them, and which 
involved a series of disjunct, not conjunct, tctrachords. 

An example of the chant as sung by a SdmagaJi in Madras shows 
the general musical effect. The breve at the beginning shows the 
actual pitch of the first note (a Fifth higher) ; the <;hant itself is 
given at the pitch which suits the scale Just discussed. The 
fragmentary syllables are merely phonetic spellings of the apparent 
sounds of the phonograph, with gaps where the words are inaudible. 
It was extremely difficult to get even this short specimen. 


Saman chant. Madras. (Phonogram.) 



Au - di-ba in-dra da-vo-bS. a 


1 
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Herr Felix Exner was far more successful in 1904. His results 
have now been worked out by Dr. Erwin Felber, provided with text 
and translation by Herr Bernhard Geiger^ and were published in 1913 
under the title Die indiscJie MusiJc der veduclien mul der klassisclie^i 
Zeit as a contribution to the history of recitation. Dr. Felber has 
very kindly given permission for their transcription here. The 
actual pitch is given, as before, by the breve at the beginning of 
each example. The Sdmaveda notation with which each of his 
examples is supplied is omitted here, because it is probably the 
notation of a different sect from that to which the singer belonged, 
who has, at any rate, taken no account of it except in a very 
general way. Felber’s numbers are given for reference. He 
discusses the melodic structure of these chants in his third chapter 
(pp. 38-43). 

No. 427. Sung by a Brahman priest in Calcutta., forty-two 
years old, born in Jodhpur. Original text : 

Mahi trinam avar astu dyuksam mitrasyaryain^iah | 
duradharsam varu[3ja8ya] [ 

Translation : 

May the mighty aid of the three gods be ours— the help of Mitra and 
Aiyaman and the invincible Yaruna. 

Felber. 1 ^ 0 . 427. 

J=79. Sempre glissando, piano, 

JEDx. 

867, 


ma-ha - i - tra - - - - - - i-na.. 

ir 



ma a - va - - - ra-stu dyuk-aam. ma - 



i - tra . • sya - - r ya-ma-nah 



du -r - a - - dhE - -- -r-sa- ma 


w 



3 





[-V — 1 

Lva J 

-H 1.- 1 1 

va - rau-hO' - • « 

Vi 

— »— = — 

. - * 

syo - 
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Molto allegro. 



ha - - 1 naa 


- hi t - rl - nilm a - va - ra - stu - 


dyuk-sam-mi-tra-syll - rya - m - n?lh 




du - r *" S' •* <ih3. 


r - Hil 


m va-ra-u 


This example (No. 427), and three others (No.s. 428-30) which 
it has seemed unnecessary to transcribe, shows, like the Madras 
example just given, little more than the scale of the Rgveda (see 
line 28 of the diagram on p. 259) : 


HiX. 

85a 



the F being, on the whole, the most prominent note. 

Felber 443. Sung by two Brahmans of Tanjorc aged forty and 
seventeen — a priest and a student in Madras. 

Original text : 

punanah soma dharayapo vasano arsaai j 
a ratnadha yonim ytasya sidasy utso devo hirapyayah H 

Translation : 

Parified, 0 Soma, by drops, thou movest concealed in the waters ; rich in 
treasure thou residest in the womb of the sacrifice, a golden fouxit divine. 


Pelbor. No. 448. 
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hl-ra ... nya . . ya-h. 


Felber, No. 444. Another version of 443, sung by the Madras 
driest alone. 

Original text o£ the second verse : 
duhana udhar divyam madhu priyam pratnam sadhastham asadat | 
aprchyam dharunani vSjy arsasi nrbliir dhauto vicalcsanah H 

Translation : 

Milking the honey he loves from heavenly udders, Sonia took his seat on 
lis ancient throne. Mightily thy stream empties itself into a vessel of 
lonour, and purified from the touch of men thine eyes behold what is fai- 
rway. 


Felber. No. 444. 


J=a 116-149. Agitato. 



pu-na-nah so • . ma - dha - ra ya . • 


acc4l. 




ufc-so do - VO ha - i ~ ra ^ya - - - yfi- - b 
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li 




acm. a Umpo. 

>>>>=» ^ ^ 



ut- so de-vo hi-ra-nya-yo du-ha-na u-dhardi-Ti-yamma-dliu - - pri-yam 



o - ha - u - va prat-nafh sa-dha-stha-ma - » Mi 



o - - ha - u - va sa - da - t au 


ho - - 




va prat-na:^ sa-dha-stham. a - - sa 

accel. 


da - 1 




prat - naih sa-dha-stham a -sa-da-da pr - cchya-ndha-ru-naip va 
a tempo. 


- ya 


r-sa-sa-i o - 


- ha - u -va 



nr-hhirdhau-to vi-ca - - ha - i o - ha ^ u - va 



ksa - na - - au - - ho - va . • 


The scale of these two (Nos. 443 and 444) is the same; 

the melodies pivot on F and D. The chromatic beginning of 
No. 444 is quite common in secular singing, from which it seems to 
have been imported here, in order to establish a tonic. 

The two which follow show a different scale : 

No. 426.. 

Ex. 

862 , 



No. 425. 
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The F{f is essential in No. 425 and accidental in No. 426 ; in both 
it is Tisetl chromatically, which is on the whole unlike secular song. 
I heard something like it in Madras, but was unable to note it. Two 
chants were sung: one distinctly chromatic, described as ncca 
(high) ; the othei' as distinctly diatonic^ described as mca (low), 
I was more tlian once asked by the singer whether he should sing 
in the m-ca or tlie ntm voice ; and it seems possible that he may 
have be(?n referring to a difference of scale rather than of pitch — 
wem G F# Ft E, &c., mm (G) FED, &c. 

No. 426. Sung by a boy of fifteen in the Sanskrit College, 
Calcutta. 

I ho text is not from the ligveda,^ but a stohJia^ i. e. composed not 
of verses but of jubilations consisting of sentences and alleluias. 
{ho4^ &e.). In the Pada form : 

ut tniyanii jMlityam aclityatn priXiicaBi yantam ut nayami ahoratrani ahah 
ratrani ariiifini dyauh jiauii tasyilm aaau adityah adityah lyate tasmin 
vayain Tya.mano lyanuiho [, . 

'TranHlatiou : 

I hear aloft the advancing sun, I hear it aloft ; days and nights are the 
oars, the sky is the ship. On this fares forth the sun ; and with it we are 
borne to that welHoved spot whose name consists of three letters. 

Note* That which is named in the adoration of om (spelled a + u + m), 
which is an image of the world of Brahma. 


Ex. 

364 . 


Polber. No. 426. 

J»* 88 . BQm'pre acceL 

un - na - ya ** mi lio - i un - na - ya - mi ho - i 



“'ll. .. . 


„..c -.r 

un - na«ya - mi 

lio ~ i 

b|^z:£ ^ ^ iz: 

a -di-tyam prau-ciim tarn un - na- 




ya-miho-i 

a - di tyam-praa-caiii tarn un - na>ya - mi ho - i 

© ' vCJ’l! 




a - ho - ra ~ tra - tra - xiya-ri ho « i a - ho - ra - tra - tra -nya-ri ho - i 
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dyaur-na -ni ha - u dyaur-na-ru-ha - u dyaur - na-m-ha - u 



tas-yam - a - sav - a - di-tya . . i - ya - te ha - n 



tas-yam - a - sav - a - di - tya i - ya - te - ha - u 




tas-mia va-yam i-ya-ma-na i - ya - ma-he ha - xi 

J = 120. 



i - ya - ma - he ha- u i - ya ma-he ha - u. 


No. 425. Sung by a boy o£ twelve^ a Brahman^ in tbe Sanskrit 
College, Calcutta. 

The original text is : 

mUrdhanam divo aratim prthivya vaisvanaram rta a jatam agnim | 
kavim samrajam atithim jananam asan nah pafcram janayamta devah |1 

The translation : 

The chief of heaven, the lord of the earth, Agni Vaisvanara born of the 
sacred truth, wise, almighty, the guest of man — ^him it was whom the gods 
created as our chalice for their use. 

Note, The sacrificial ghee is poured into the fire {Agni) which bears the 
gift up to the gods, that is, the fire is the vessel which conveys it to the 
mouth of the gods. 


Felber. No. 425. 



ha - u ha - u ha - u a - jya - do - ham - ma 



a - jya - do - ham-ma a - jya - do-ham - ma mur - dha-nan-da - i 
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va - a - ra - tini pr - tliiv - ya - h vai^ - va-na - ra - ma 



r - ta - a ja • ta - ma - gni - ma ka - vi - m sam-ra 



ja - ma - ti - thin - ja > na - na - ma a - san nah pa - 



tra - au - ja - na-yan - ta do - va - h ha - u ha - u ha - u 





a - jya - do-ham-ma a - jya - do-ham-ma a - jya - do ha - u - va 


0 iii - jya - do - ham - ma o 5- - jya - do - ham - ma 




0 



Jl«jya-do IxS o , * <» • , . ham-ma. 


Notation, Tlxe various systems are all modern — of the last few 
centuries, perhaps; and that followed in one MS. would not help to 
the elu(*idation of another. The signs employed are sometimes 
letters which appear to be abbreviations of technical terms, some- 
times numerals which bear some as yet unexplained relation to the 
ordinals of the Sdmm scale. They are written over the syllables of 
the text to indicate tho substantive (pra^Hl) notes, between them 
to indicate grace-notes (vikHi)^ practically the ^ ligatures ’ of Plain- 
song. Secular music has also till quite lately, the last century, 
dispiuised with notation ; and it must be remembered that a written 
notation would be a hindrance rather than a help when everything 
was learned by heart or extemporized. 

The form of the chant is recalled in its proper order by the aid of 

^ I saw in Mynoro a gwm who had rocoived £10 for his life’s woi'k of com- 
mitting to memory the text and the melodies of the whole Samaveda, 

T 


149& 
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half a dozen sticks a span long*, arranged much as we might arrange 
matches to mark whist-points.^ 

Technical Terms (taken from R. Simon’s Puspasutm) : 
atikrama (transilience), disjunct motion, i.e. Thirds, Fourths, and 
Fifths in ascent and descent. The actual intervals prescribed by 
the Sdma-paribhdm (quoted by Simon, p. 516) are shown in white 
note-heads; those actually employed in Exner^s examples in black. 

Samaparibhasa (S. Indian notation). 


£iX. 

366, 

: iizi- - - |j 

Calcutta examples. 

Ascent. 

m- * • « 


Madras examples. 


»— -j--: r- i- 



Samaparlbhasa. 


Descent. 



Madras (none}. 

lyr.B. — It will be noticed that leaps are commoner in ascent than in descent 
and in the Calcutta chant than in the Madras, 

uduha (upper completion) is the name for the upper consonant 
{mmvddi). 

^ See Hang, Ait Br., vol. ii, p. 185, note, and p. 238, note ; also Burnell, Ars, 
£r*j pp. xxviii and 105. 
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ToJia is a general name for ascent of one or more notes. The modern 
i;erm for an ascending passage is droJmta^ for a descending^ avclrohrma. 

war a (lit. relating to sound), the cadence, used whenever the last 
syllable of the final section [mdhana) has the svarita accent. 
Examples : 


iarmna (lit. dragging, nibbing), the lengthening of a syllable by 
interpolated notes, is applied only to long or augmented {vriddhied) 
syllables. The most usual forms, though there are other varieties, 
are : 



alhifhta (approaching note). Usual form : 


Ex. 

369 . 




udglidta (elevation). A downward aggoggiaiura^ e.g. 


vinaia (crooked), a special case of ahJiiglia 

oxkarmm 


jirafgutkrawa (attack, initial step) is a progression to the next note 
above. Eight cases are given : 



The definition does not appear to state, what seems evident, that in 
this progression one syllable is sung to two notes, that it is, in fact, 
the podatus of Plainsong.^ No. 8 of these plays a great part in 
Rdga (see p. 158). These examples clearly presuppose the tetrachord 
E D C B, not P E D C. 

gati (gait, passage). The lengthening of a syllable by the vowels 
i or u, e.g. ho — hoi — hoyi. 

1 Wo recognize in this semitonal elevation or deproBsion the law of the 
mediaeval Muaica Jlcta^ which substituted a rising and falling semitone for 
a rising and billing tone. 

2 A good many of these figures hnd, of course, their analogues in the Kouma, 
a list of which is given on p. 24 of H. B. Biiggs^s Memmis of IHainsong, 1805. 

T % 
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atilidm (extremely long syllable, prosodial term). The carrying 
over of a syllable by means of a juhihm (Hob/ia), e.g, ba — 
(auhova) — rbisl. 

parvan (division). The smallest unity of a verse; practically, 
what can be sung in one breath, hence, musically, a phrase. 
urctma. The caesura at the end of a phrase. 

Melodic Eiguees. Mention should also be made of a method oi; 
handing down the traditional manner of singing. Melodic figures 
which constantly recur are directed to be sung after a certain well- 
known pattern. For instance, the cadence to the first line of the 
first hymn (given above) is : 

ba-rhi - - hI 

Other syllables, then, which have this particular cadence are said to 
be ^ done like hiSi \ Thus : 

ISSiys:* 

876 . 

ja - - yi 

sii - - yi 

• blm - - yir 

Herr Simon gives about 100 examples; but until the Sdmaveihi 
notation has been exactly interpreted it would be misleading to 
transcribe them. 

If the cumulative effect of this evidence, chiefly circumstantial, 
may be said to have established any conclusion as to the original 
scale of India, we have found there, as in Greece, a starting point 
in a tetraehord of the form : 

876 . ' 

E D C B 
(A a F E) 

It is interesting to ask what is the musical justification of this 
particular series of notes, and of their development. 

The music is purely vocal ; no instrument is employed : and vocal 
scales are conceived downwards. They are so conceived because the 
telling notes of the voice are in its upper register, and this presents 



i 
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tself therefore as the starting* point ^ for a vocal scale. In its 
learch for consonance the ear hears in the first instance only quintal, 
lot tertian^ harmony^ as was explained on pp. 123 foil. Quintal 
larnfiony provides only Fifths, Fourths^ and major Tones. It has 
)een shown on p. 150 that in looking for harmony to a given 
lote the Fifth occurs first in an upward series^ but the Fourth in 
b downward. A vocal scale, conceived downwards, establishes 
herefore the Fourth before the Fifth, the tetrachord before the 
)entachord. The intermediate notes can only be filled up by major 
Cones, for no other interval is as yet present to the ear. As soon 
ls the major Third is heard it corrects no doubt one of these major 
Cones into a minor Tone, 

In proceeding beyond this tetrachord there is nothing, apparently, 
n the nature of things to decide whether the F above should be 
irst added, as consonant to C, or the A below as consonant to D. 
Che F was, as a fact, added first. This is seen to be a result of the 
drcumstance that the E was a graced note. It was, if we may 
udge from the modern secular usage (see Chapter VII), seldom sung 
)ure ; an upper note was, so to say, inherent in it ; and this deter- 
nined to an F rather than an Fft owing to the C below. The A 
vas added also ; but, as the interest of the chant lay at the other 
ind of the tetrachord, this A became more or less atrophied, and 
b Gr was never added below it. Meanwhile the F inherited the 
nusical importance which had attached to the E, and the tetrachord 
P-C competed with the tetrachord E-B for supremacy. 

It was here that the Greeks parted company ; and the reason for 
heir doing so is instructive. They continued their tetrachord A-E 
ipwards through a Bb and downwards through a D, but we do not 
nake out that the tetrachord Bb-F ever attained any sort of 
eminence in their song. The Bb did not come into their scale as 
b ‘ graced ’ A, as the Hindu F was a graced E. For they aimed at 
linging their notes pure, as Aristoxenus tells us.^ They regarded 

^ The Hindus named the upper terminal of the tetrachord graha (beginning) 
ind the lower nydsa (end). 

^ He is contrasting (Harm., ch. 10) the continuous {synecM) motion of the 
peaking voice and the motion-by-interval {diasUmatiMn) of the singing voice, 
ind says, ^ In speaking we avoid bringing the voice to a standstill (i. e. a pure 
lote) unless we force it to that in moments of feeling. But in singing we do 
he opposite ; we avoid continuous motion, and aim at making the voice, as far 
LS possible, stationary ’ — i.e. we sing our notes not ‘graced ’ but ‘ clean 
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their B|; therefore merely as a consonant to the F helow^ not aUo as 
a kind of heightened A. 

To return to the Hindus. The E, having inherited the prestige 
of the took on grace in its turn. But here a difficulty arose : 
should the grace-note have the same relation to the F as the F had 
to the Ej and determine to a Gb (Ffi)^, or should it be consonant to 
the D below^ and appear as a G ? Both notes were taken in ; and 
the scale had now two distinct sections : that from E downwards 
which was formed diatonically, and that from E upwards which 
was formed by grace, i. e. chromatically. These had distinct 
characters, and were distinguished as we saw by the names nlca 
and (p. 271, and Exs. 362, 363). Moreover, the chromatic 
{iicca) style of singing is peculiar to the Samaveda^ where it had, 
as we see, an efficient cause, and is not found in Jdaga^ where that 
cause is absent. 

A pm'ely vocal scale is so foreign to our music that, though we 
may understand it, we have difficulty in feeling its musical force. 
The following melody from the Mtzwilliam Virginal Booh (i. 144) 
appears to be in such a scale; and its constituent notes happen, 
curiously, to be exactly those of the Sdmari scale : 

The woods so wilde. 



Those writers on the modes who insist that the last note of 
a song must be the tonic would be delighted to find in this a rare — • 
probably the only — ^instance of a Locrian (Mixolydic). But a tonic 
F gives a much better sense ; and indeed Orlando Gibbons has 
harmonized it, if it was he, like a bagpipe tune on F and G pedals, 
though it must be confessed that harmony of any kind sadly 
impairs its delicious inconsequence and irresponsibility, and a calcu- 
lated close on B does much to clip the wings of its fancy. 

There is an abundance of times, too, which seem to have no 
definite tonality and to be divided in their allegiance to different 
tonics. Here is one from Bohme^s AUdeutsches Liederhuch, p. 729 : 
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St. Ursula^ KonigstocMer vm England. 





The essence of the melody is that E is the predominant note ; 
lat it closes in A minor rather than C major is of the nature of 
1 accident. In both these melodies we see the marks of a vocal 
ale not only in the high tessitura and the indefinite tonic, but in 
le way they tend to ascend by leap and descend by step. 


CHAPTER XI 


FOEM 

That principle of balance by which the several parts of a song, 
whether it lasts half a minute or half an hour, stand out from one 
another in strong contrast and yet help, each of them in its way, 
to build up the general sense of unity — that ordered disposition of 
its component parts by which mtisic travels to an inevitable climax, 
neither postponing it nor anticipating it, and thence to a close— 
that variety which gives flesh and blood to the bare bones of struc- 
ture — all this is ^Form^. Form is, however, rather an instinct 
than a principle, and it is dangerous to follow it too much into detail, 
because a composer may at any moment wrap his principle in new 
detail and jxistify it by success, and then analysis is apt to boggle- 
Still, even instinct must work in elements of design which make 
on the whole either for variety or for unity, or whiclx can be so 
used as to do the one or the other. The primal unity of our system 
is the tonic chord, and in a larger scheme the tonic key ; and the 
sense of contrast reposes primarily in the dominant and subdominant 
chords and keys. These again can become unifying forces with 
related keys supplying contrast. It would be impossible for our 
music to get away from this as long as it contimies to be harmoni<*,, 
since all these chords are by implication in the triad itself (major 
or minor), and, by extension of its meaning, many otliers. The 
primal unity of the Hindu system is similarly the tonic note, or 
drone ; and the sense of contrast is supplied primarily by the amm, 
that note in which the lie of the song, its tessitura^ centres, and 
the notes which are related to this (1) as consonants, mmvudiy (2) 
as passage notes (anuvddl^ vivdM) between the consonants. But 
whereas the dominant was implied in the tonic, and while con- 
trasting with it still made for unity, the amiia stands out against 
the drone {hharap) as a matter of choice, and so makes for contrast ; 
and yet since the varying relationship (in the different lidgi) of the 
^ Kharaj is a vernacular form, through of (Shr.). 
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nh to the Mtaraj^ its relative distance from it, is what gives its 
)ecial character to the song, this very contrast may be said also 
) impart unity, the unity, namely, of that particular Rag j and 
ms the general unity of the song proceeds not from intrinsic 
acessity, but from freedom of choice. 

The first thing in a song is to put this relationship of the am^a 
ad kharaj beyond doubt. This is done by the Aldp (prelude), 
he notes of the Rag are sung not in strict time-, but in a loose 
ind of rhythm regulated by the convenience of the breath and 
y the amount of ^ work ^ that is to be got on to the notes, and 
ing not to words, but to vocalizing syllables — Na, Ma, Ta, Ea, 
/a, &c. The ‘work^ consists in elaborate graces, calculated to 
lake the most of the important notes of the Rag ; and in order 
bat these may be given with due impressiveness the Aldp is taken 
t a slow or a moderate pace. Grace thus used to put the important 
otes in inverted commas is called wurchhana. It is obvious that 
be Aldp is a real necessity both for performer and listener; without 
j the listener would spend his time for some part of the song in 
jnorance of its tonal centres, and the melody would be for him an 
imless running up and down hill, while the performer would, with- 
ut a little pi'eliminary practice, very likely play a note or two 
rhich was out of the Rag, and that would upset the ^ unity ^ 
Itogether. 

The scheme of the song proper, in its full shape, is as follows : 

S. India. 

. Fallavi, germ *, * sprout \ First 
subject, focussed on the amlsa. 

. Anupallavi, * after-germ Second 
subject, focussed on the 'con- 
sonant’, generally the upper 
consonant. 

. Caranam, ' moving about 
Phrases taken from the Fallavi 
and Amipallavi to which the 
extra stanzas, if any, are sung, 
r. Return to the Fallavi and close on 
the tonic {iruti) or Fifth above. 


IN. INDIA. 


1. Astai or Sthdgi, ‘ at home \ 

2. A7tta7v, ' interval meaning per- 

haps change of voice-register. 


3. SafictW, ‘ alternation ’ ; our ‘ de- 
velopment 


4. Return to the Astaij and close 
with the first note or phrase of 
the song, and for choice on the 
tonic (kharaj) or atjiSa, This re- 
turn is sometimes called Ahhog, 
* coda \ 
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This is the form in South India for the full-fledged Klrtanam 
{Vkr, celebrate). The Kriti (perhaps from the same root) has no 
carmiam^ and this seems to be the more usual form in North 
India. The theme of the following is a repeated three-bar 
passage (CheraTamdemira) with a link phrase (Rcmayya), In No. 3 
variation the first bar of this is expanded to four, and in No. 4 to 
eight bars. The original theme is then dropped, and taken up 
again in No. 9. In Nos. 11, 12 comes a suggestion of the theme 
of the anujpallavi, which follows at No. 13 at the upper consonant 
Bb, the pallavi having circled round the amh^ Eb. 

Indian theory would not of course allow that the Atl of the 
anujoallavi involved a change of lidg. That note is introduced only 
to form the ^ strong ^ tetrachord (see Chapter XII)^ but the effect is 
indistinguishable from what we should call a key contrast. The 
caranam begins with phrases of the pallavi and ends with those 
of the anupallavij and is preceded and followed by the cadenza. 

Words. A girl is singing : — Fallavi. Why do you not come to me, 0 Rama. 
AnupallavL 0 infinite Grod, strong as Mount Meru, I can no longer bear (to 
be without you). Caranam. A fatherless and motherless child I pray to 
thee, I call on thee, I beseech thee, my own Lord. Again and again I cry 
in my sorrow to thee, my own dear Lord. Ah ! with what yearning I gaze 
upon thy face, fair as the lotus. I send my petition to thee in strains that 
Tyagaraja has made. 

Cheraravademira, by Tyagaraja (words and music). 

Ragam Ritigaula. (Aeolo-dorian.) 

Talam Lo^adi (J, beginning on the up beat). 

D&ootammie, J « 72. 



- ra . . Ac. 





FOEM 


283 


4 



284 


FORM 



16 Svaril. 



Carana. 
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A few particulars of the different styles of song, collected chiefly 
from books ^ are here given. The distinction between them seems 

^ Pingle^s Indian KusiCj Rajah S. M. Tagore's R^rinfs from various Authors and 
Universal History of Music. • 
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to rest principally on the words^ secondly on the time, hardly at 
all on the tune, but a good deal on the general form. 

The oldest forms of Hindu song are the Pada and Bhajana, The 
Pada is generally some pithy saying taken from Sanskrit verse and 
enlarged upon. The Bhajana^ ^adoration is connected with BhaUiy 
^ faith in a personal God% ^love for him as for a human beings 
the dedication of everything to his service, and the attainment 
of moJcsa (emancipation) by this means rather than by knowledge, 
or sacrifice, or works The Bhajana specialized in the Krishna 
literature ; and as the Bengali Klrtana does the same they may be 
classed together. The former is a religious recital in which the 
congregation sing all the time under a leader, Bovd man of piety 
and takes place between sunset and sunrise. In the latter the 
leader has a long story to tell, of a dramatic nature, and the con- 
gregation act as chorus. Its invention is ascribed to Chandidas, 
a native of Birbhaum, the birthplace of Jayadeva; it is mentioned 
in the Ain-i-Akbari, With it is associated the mystery play, JdUm^ 
which circled round the love of Krishna and Radha. 

The typical form of Hindu song, a development of the Pada 
and Bhajana^ untouched by Mohammedan influence, is the Bhrupad 
{Bhruva-pada — dhruva^ ^ firm ^ enduring ’ ; pada, ^ quarter- verse ^ ; 

Bhmva is a name also for the ‘constantly recurring verse ^ or 
‘ burden of a song). The BJirupad has a free masculine character ; 
its words are religious, but not exclusively so. It is in slow time, 
and in selected Tdls — SurpJiakta^ Chautdl^ and BJiamdr — ^the ionic 
and anapaestic metres in fact; and since to perform it requires 
a good command of the breath, there is a saying — ‘ The man who 
has the strength of five buffaloes, let that man sing Blirupad^. 
When there is any doubt about the exact form of a particular Bag, 
appeal is made not to the Sanskrit authorities, but to the traditional 
form of Bhrupad, In that the Bag is to be found in its purity 
with its murchhanaa (the ^ consonant^ notes ornamented); a Bag 
without these is called Jhil or Bimn. But the Bhrupad is free 
from other grace-notes ; and since these are considered essential to 
Hindu song, the Bhrupad is somewhat at a discount ; it is considered, 
for instance, unsuitable for public performance. Further, since 
most songs demand a compass of two and a half octaves, and since 
this can only be attained by falsetto, this kind of voice is prized 
1 L. J. Sedgwick, in the Journal of the B» B, E, A, Society for 1911. 
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l 

for its ^ liveliness \ and the natural [dhruvc^ voice neglected ; so I 

that DJimpml singers are apt to form a special class. The great ji 

representative of the style was Rajah Man of Gwalior (died 1518). | 

Another old form is the KatM, or sermon in song, A text from i 

the Hamaymia or the MahdbJiarata is intoned (in about an octave i 

of notes) and then expounded in the speaking voice and in the I 

vernacular by a Kdthaha, \ 

Another is the liah\ a song of question and answer, such as the ' 

Garhwali songs, pp. 50, 51. It is a popular form in the villages, 
and became in the eighteenth century a favourite in higher circles, 
when question and answer were elaborately prepared instead of | 

being impromptu. 

The commonest type is the Klnjdl^ a later form of Dlirupacl^ 
supposed to emanate from Mahmud Shai’qi of Jaiinpur (1401-40). 

It is a song {Ghija) or an instrumental piece (Gati) constructed of 
variations on, or rather episodes relieving, a short phrase i a Rondo 
in fact. The Kkijdl ranges from, a vci’y simple little song to the ^ 

following, which with its compass of three octaves probal)ly repre- 
sents the extreme of elaboration. Its highest development belongs 
Ix) the Mohammedan period ; this, Kaha ho kap% is from the Pan jab, 
where there arc few but Mohammedan singers. The theme is j 

variously treated on its three or four dozen appearances, and is not j 

so monotonous to listen to as it is to write or to read, and the ' 

playful sweep of the episodes {t/ma, ^ divisions^ in our eighteenth- 
century sense of the word) has nothing clumsy about it. The 
Kkydl is generally a love-tale and supposed to be sung by a 
woman ; the procedure of love-making is in India, as so many | 

other things are, the reverse of ours. It is the typically pathetic 
form of song. ^ 


Malkos. Yelambit. Tlutal. 



won - - go Ka-ba ho • . ka-pl . . mo - re . . 



mi • 


nS. cha-ko-ra pi tl - ba so 


ri. . • 
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Three other Hindu forms are the Rargaw (for Sa, Ri, Ga, Ma), 
lalled also or MmvuTf>a^ and in the South Sram^ a 

ung to the Sol-fa names instead of to words, taking tln^ place of 
air cadenza; the Tanma {TiUdua), the same thing with drum-words 
nstead of Sol-fa syllables, and the 7Vmr(a, the same thing to 
lonsense-words ; and lastly the Cahmrnga (Gn four sections^) eon- 
isting of KJiyCd^ Tamncty SaTgam, and Trhxita. 

The TJmmrl^ love-song, is of Ilindu origin. It is in the Vraj 
\lham. Vraj is the district round Agra and Mathura, the scene of 
trishna^s juvenile adventures. The music is lively and adapted to 
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pantomime or dancing. The subjects of Thmiri^s are : (1) beseech- 
ing the lover to be propitious^ (2) lamentation over his absence, 
(3) imprecation of rivals^ (4) laments over the watchfulness of the 
mother-in-law and sisters-in-law who prevent meetings with the 
lover, and over the tinkling bells of anklets imposed by jealous 
husbands to prevent clandestine visits, (5) appeals to female friends 
{SakJm) for help to secure an interview, (6) Sakhls reminding their 
friend of the appointment and exhorting her to persevere. 

The typical Mohammedan song is the Taj^pa^ see pp. 188, 189. 
The trill (Hindost., murki; Urdu, zamzama)^ considered to be suitable 
to the female voice, of which the Ta^pa is full, and the marked 
rhythm are the Mohammedan contribution. The Mohammedan 
invasions did for India what the dissolution of the monasteries and 
the Civil War did for English music (see p. 84). The Tappa is 
exclusively in Hindi and Panjabi. It recites the loves of liir and 
Ranjha. It was brought to perfection by the songstress Shori (reign 
of Mahmud Shah, circ. 1700). It consists, like most Hindostani 
songs, of two movements {tuk)^ the Astai and Antara. The Rekhtu, 
another form of it, contains up to a dozen couplets. Other 
Mohammedan songs are the Gliazal (words Urdu and Persian) and 
the JDddra (confined to the lower classes). Eoth are in | time, but 
commonly syncopated, J J' J . In the GJiazal the lover makes 
a woful ballad to his mistresses eyebrow : 

Wby not praise your moles more than the stars ! 

Those are the ornaments of the cheeks of my beloved. 

The white of early dawn radiates from your cheek ; 

The darkness of the night is a part of your waving hair. 

Since I was fated to moan in separation, 0 God, 

Why did I fall in love with one so beautiful ? 

Your eyes with their long lashes were quite enough, 

Their side glances were not necessary for my annihilation. 

Do you not understand that you will be alone after killing me ? 

Yet even the dust of my grave will cleave to you in my stead. 

The times are such that, in spite of all that I have said and sung 
there is no justice in this world. 

There are also songs of local fame such as the Alhmpm^ Omvis^ 
and Fovddas of the Maratha Tuka RSm, the first two religious, the 
last warlike ; and the Karkhds^ the war-songs of the Rajputs. 

The Klrtanam and the Khydl that have been given above represent 
the highest flights of the professional musicians {JJdadi). Ordinary 
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ag-ers are content with humbler songs ; and the following have 
^exi selected, out of twice their number in the books of the Poona 
aysbn SamaJ (singing school), many of them for their beauty, 
hers in. oi’der to give an idea of the principal Rags and Tdls. 


Specimens oe Rags. 

Lydian^ Jlypolyclic^ 
UindoL Rupak. 2 + 4. 








— 1 , — 


tzzrd 

ipi. 





Astai. 


I 
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A European has great difficulty in giving himself account of 
these queer modeSj because of the enormous difference between 
having the tonality condensed into a few contrasted chords and 
having it spread over a melody in successive notes which are epi- 
tomized as a scale. There is^ however, a step between chord and 
scale in the arpeggio, as we may observe when immature pianoforte 
players sound the left hand before the right. It is useful some- 
times to consider chords as scales, and scales as chords. Our 
harmony has gone through three chief moments in its history: 
the diminished seventh, the augmented triad, and now the whole 
tone scale, or chord,^ have successively been regarded as the limit 
of permissible dissonance- Their double nature, scale and chord, 
becomes clear if we write them out as arpeggios : 


Aupfmentod 

Diniinishod Seventh. Triad. 



Whole tone chord. 



From this point of view the modes too may be considered. The 
three chords just mentioned are practically statements that new 
notes are taken into the major scale (of C) : the diminished seventh 
introduces A];, the augmented triad DJ, and the whole tone chord 
E|; and CJf. Otlier chords have, as they have appeared, introduced 
these or other notes, ^ The tonality of a scale may be quickly 
shown by taking all the constituent notes which are not part of 
the tonic chord, putting them upon the dominant note, and resolving 
them into the tonic. We will treat the principal modes thus in 
succession : 

^ The writer is indebted for this word to Dr. Walford Davies. 

* The first eleven bars of Tristan introduce into 0 minor F#, Gl, C#; AQ, Et3; Db, 
and Cb. 
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In this kinematograph of the modes they are seen to be each 
an isolated moment in the whole musical experience ; or, to reverse 
the picture and the metaphor, the modes make a kind of stellar 
photograph oi* our harmony. The notes that give us difficulty are 
the Ffl and the Db ; the former yields freely, the latter persists 
surprisingly. In our scales we know two leading notes, upward to 
the tonic (Bt]) and downward to the dominant (Ab). These modes 
show the other two, downward to the tonic (Db) and upward to 
the dominant (FjJ). But the whole of our harmony is based, of 
course, on the fact, which the ear, however, only gradually endorses, 
that any note may be treated as a leading note in either dii*ection. 
It is in the same way that the ear endorses these extreme modes ; 
to plunge suddenly into one of them is to be completely baffled. 
We have to take them as the native ear does, as extensions of some 
other more familiar mode, as accentuations of its poignancy, or as 
heightenings of its exhilaration. 



CHAPTER XII 

MELODY 


He will put a girdle round tlie earth in forty minutes and 
forget to mention the fact, but he may weep at the breaking 
of a pencil point. And as his poems come he knows not 
whence, so he is content to let them fly he knows not whither. 

You ask for yesterday’s masterpiece, and it is not to be found. 

‘ Bid I write that,’ he asks with Shakespearian negligence, * and 
was it really good ? Never mind, I’ll do you another.’ 

The Fe7^se Flayhoohs, 

And now if some one should assert, and we were inclined to hnmonr 
him, that the Hindus, having worked at the laws of melody for at 
least 3,000 years, must have something to teach us, what could 
we say in his support ? 

1. First that melody, both time and tune, is in a mode ; that is, 
that it must be homogeneous, and that nothing can be allowed in. 
it which would destroy that homogeneity. We also recognize this 
in our tunes, though it would not in every case be easy to say how 
or why. We realize that a melody is good in proportion as every- 
thing in it is in keeping ; we at least feel that something is wrong 
if we patch two melodies together, thus : 


Beethoven. 



Here the second half seems to defeat rather than to supplement 
the first, because the descending thirds, though they balance, do not 
develop the ascending, and the repeated quaver motion is mono- 
tonous. Or, if we reverse the process, 

Mozart. BEErnovKur. 
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e one note we do not desire after the first section is the high Eb ; 
t we get it three times, and the climax consequently drags. Also 
0 sixth bar going over exactly the same ground as the third at half 

0 pace forms an anticlimax. 

The homogeneity of a melody is based differently with them and 
th ns. The musical sentence is in both eases made up of salient 
d abeyant notes, just as the verbal sentence is made up of nouns 
d verbs in prominence, and the other parts of speech in subordi- 
tion. But with them the salient notes are fixed by long associa- 
m; with us they are made such by the momentary im])ulse of 
e harmony or counterpoint. The distinction is not unlike that 
tween verse and prose as the chosen vehicle of a pco|)lc^s litera- 
re ; poetry fills a form which is brought to it, and the words 
sert their value by fighting against it, though they yield i/O it ; 
osc creates its own form in tlic process of utt(‘ring itself, and this 
rm emerges from the conflict and balance of plu'ascs rather than 
words. In the same sort of way individual notes have in modal 
usic their value as filling out with detail a form aln^jidy su])|)li<Hl, 
lile for harmonized music points of struetunj, su(di as nudodic 
‘ures, have value as creating and articulating form as tlie n)usi<*. 
Dceeds. In the first it is the note, in the second the cluster of 
•tes that is to be true to ^modek 

Still, phrases after all arc made of notes ; and just as the notes 
Hindu melodies must be *'iu^ an assigned mode (of ttino or 
me), so must the notes of ours, if they arc to he strong*, hu.vo 
firm diatonic and rhythmic basis. Chromatic notes easily be<^ome 
ntimental— become ^ weak forms of strong things ' — when they 
e unduly dwelt upon and distract attention from ilu^ big words 
the sentence (as in the mandx of the Persian soldi(;rs in 
ill of Bah/lon)^ not when they arc thei'c only t.o make* int,(dli- 
ble the big words wliicdi without them would be too stiudling 
s in dll mein holder AlxmJstern Diatonic is, of course, 

1 expansive word. The diatonic scale is not the same to one 
meration as to the next, any more than modes are stereoiypetl 


^ But wo may fancy how, when liitor on atartlinp; wordH had hocomo 

mmonplacos to him, Wagnor may have contomptumiHly at tho gmmy 

hot of tho chromat ics, as perhaps iho inaturo Browning may havo rogrctt«Ml 
G false note struck by tho first word in tho pretty jingle of ^Menace our heart 
0 wo master lus own \ 
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for every time and place. But inside the accepted diatonic the 
notes must move as a compact whole, or the melody become hetero- 
geneous. 

Again, they must have a firm tread along some high road of 
rhythm whatever flowers they may stay to gather by the wayside or 
wliatever excursions tliey may make to x)oints of interest. Illiythmie 
strength lies in subordinating the attractive figures to the steady 
march of tlie whole, not in pursuing them for their own sweet sake 
(as in some of the more dreamy episodes of Mendelssohn’s Fugues), 
nor in hunting them to death (in the various forms of llosalia). 

These principles, which we recognize as the foundaiions of our 
melody, we find more naively formulated in the systems of luaj and 
T(Uy muclx as we read in Plato simple statements of the et.ernal 
problems of ethics and politics. These systems lay it down that 
chromatic alterations can only take place on the weak {idpa) nol(‘s 
of the scale, that is, in unessential places; and that, tliough any 
amount of cross-rhythm is permissible, it must justify itself by 
resolution at a particular point (the sam), 

2. Melody proceeds by step (conjunct) or by leap (disjunct). In 
Indian melodies the disjunct intervals amount to 10 per cent, and 
the conjunct to 90 per cent. Wo will deal first with the 10 jier cent. 

The surprising thing in Indian melodies is their fretjuent use of 
intervals which appear diflicult to us. W e consider, for instance, 
such intervals as : 


Aiigmcxiiod Diminifiliml Augmonttid 

Second. Tliird. Fourth, 



to be unvocal, but they employ them q\iite (iommonly. What 
makes intervals voeal is the fact tha,t the note to whi(*h the leai> is 
made is familiar. • For us, it is made familiar chiefly by its forming 
some intelligible harmony with the note which is quitkxd. We can 
realize this in the phrase at the end of Brahms’s Mtdmekf, : 


Bx. : 
446 .: 




XJnd dio ein - sa-m© Thra 


-j- 

liis bohfe mir 



heis - scr dio Wang* ^ ^ 




her - ab 


lieis - ser, 
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The leap ‘die Wang” is peculiarly dissonant; it consists o£ two 
diatonic semitones^ which are greater than a whole tone by 20 
cents ; but it is made intelligible for us because it is a passage from 
the Neapolitan Sixth to the dominant chord, which is a perfectly 
familiar sequence. The other leaps are all justified to our ear as 
harmony notes. 

But if we look at an Indian melody^ one in JBhaimvi^ for instance : 


Bhairavi. 


^..4 — - — -- , . - . j — . --fn-j — 1 p'^t — 

ip— 


^ H — 1 ^... 


of wlii(^h the sixth of the scale (Ab) is am,^a, with Eb for its con- 
sonantj we see that the leaps are mainly to those notcs^ or round 
them, but not anywhere else. The tune swings between these two, 
generally in conjunct motion but with an occasional leap to one or 
other of them, and comes to rest between whiles on the tonic. 
Intervals as constituent parts of chords hardly ever occur, because 
chords form, for an Indian, no intelligible relationship. 

The explanation of the augmented Second and diminished Third 
is that they are felt as conjunct intervals, not disjunct. The 
augmented Second is familiar to us in this sense in the ^ harmonic^ 
minor scale : 


Bx. 

448 . 




Nch-mot Ilia moi-ncix Loib, Noh-mot hln meiix Blut . 



. . . auf dass ihr moin go-donkt. 


The Bt] has here a melodic appropriateness after the Ab which 
the harmony immediately seizes upon and justifies ; the harmony 
by itself (on double basses and drum) forms but a weak link. In 
Indian melodies the augmented second occurs also when the note 

Y % 
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between is transilient, that is to say, omitted not merely on that 
occasion but as a regular thing. The following instance in Sohani : 


Sohani. 



Sa vi - ra - ho ta - va di - - na mu - dha -va 


Sa - vi - X’U - lio 



« ta - va di 


- na o - - 







- ma - dha-va ma - na - »£ - ja vi - ili - kha bha-yfi - di - va 



consists almost entirely o£ conjunct motion. The G is transilient, 
and the FJ} optionally rt|. (This is the Poona form ; elsewhere the 
Ab is also At). Cp. Ex. 264.) It contains therefore, as conjunct 
intervals, one diminished Third (F|j:-Ab) and two augmented Seconds 
(Db~E and Ab-B ) ; there is also a disjunct interval, the diminished 
Third, B~Db. The amm is E, the consonant B, and the melody 
swings between these two, making a pause on or otherwise empha- 
sizing the tonic, C, on occasion. Hindus have said to me more than 
once that they like Wagner best of our music, and one sees perhaps 
in these two melodies a point of contact 

The augmented Fourth and diminished Fifth, which we avoid, 
are common with them. Although any sequence may be justified 
by its context, yet we consider on the whole the first interval 
slightly vulgar, and the second a little mawkish as melodic pro- 
gressions, perhaps because they emphasize unduly the notes of a 
rather trite harmony. Where harmony is non-existent there can be 
no such feeling, and they are freely used in the following melody 
between the amh, Db^ and the Fifth of the scale, G : 


Gaula. 



f 
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No less surprising than the presence of intervals which seem to 
unvoeal is the comparative absence of what we should call vocal 
bervals — the Thirds, Perfect Fourth and Fifth, and the Sixths. 
'1 these occur, but again are limited, as a rule, to leaps which 
proach a salient note. Such a passage as : 


ScnunEiiT. 



I)ius Wiui-clciini ist dos MiU - lors Lust, diis Wau - dorn. 


)uld be very unlikely to occur in tlieir music. There would be no 
ly of hitting the diminished Fifth (' ist des ’) unless the 1) wore 
e amia ; and if it were, it would bo impossible that so important 
note ebould occur only once, and at such an insignificant point of 
e phrase. The intervals at 'Mullers Lust' would be practicable 
C# were amm, but they would not be at all typical, as the Third 
which immediately follows (' Wandern'). A Third, in fact, is 
hitually taken as a changing note : 


462. 

nj 


a grace-note : 


Ex. 

mzM 




, especially in ascent, in a sort of tentative way: 




deed, in any way but as a barmonic interval ; 


Ex. : 

4f65. j 
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To continue Scliubert’s tune : 


Kx. 

4556 . 




Das niUHS 




ijin 




schloch - tor 


Mul 


lur 


-K 

m 




Dom 


jS4~--N- 


nie-mals fiol das Wan-dorn cin. 


Here tliei’C is nothing* unvoeal from an Indian point of view, but 
the phrase repeated totidem verbis at different levels is not in their 
manner. A reason for this may be that tlieir melodies swing from 
salient note to salient note, and that if the salient notes were in the 
important places in the llrst phrase they would not be so in the 
second, and vice versa, so that the point of the contrast would be 
lost; it would be like reading jwetry thus : 

The yotmg men march hrfore him in all their strength and pnWr*, 

The tender little infants they totter by Ms side. 

It is conjunct motion that Hindu practice, rather thaix theory, 
aecounts the stronger. It has been maintained ^ that mcdody tends 
to be developed along the line of the common chord. This appears 
to be the case in some parts of the world, among the CJhippewas, for 
instance ; 


XBx. 

457 . 







^ 

— , — 1 — 

mt— : 




i 








but it is emphatically not the case in India, The reason may be 
tliat there is more real contrast to be got out of step than leap ; 
because the step must often be to a consonant interval, and in that 
ease the second note repeats to some extent what has already been 
said by the first. It has often been noticed that Beethoven^s 
melodies are full of conjunct motion — the great tune of the (Choral 
Symphony, for instance, which matured during half a century with 
Goethe^s Faust-, and perhaps this motion was what he admired in 
our national anthem when he undertook to ^show the .hlnglish^ 


^ Soo Oskar Fleischer, F/m Kapitel dw vergUichendm MusiktmsmiHchijtfij in the fu'sfc 
quarterly volume of the luternatiomd Music Society, p. 17. 
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vtat a fine tune they had — though they have hardly been as 
grateful as they should have been; perhaps, too, the injudicious 
ise o£ disjunct motion accounts for some of the insipidity of the 
lines o£ Shield, Henry Bishop, and T. H, Bayly, and the judicious 
admixture of both kinds of motion for the virility of Arne and 
?urcelL 

Conjunct motion, too, is eminently suited to the speaking voice, 
vhich makes small changes in pitch ; moreover small intervals seem 
10 be more effective than large against a drone, as may be seen in 
5chubert^s Lekrmamu The song has contained plenty of disjunct 
notion, but in the last line : 



rvhere the maximum of ejBEcct is to be produced, it becomes suddenly 
ionjimct. 

IJeforc we leave this point there is one thing that their songs 
lave in common with our Folk-songs which seems worth mention. 
When a rising or falling Fourth is bridged by a passage note, this 
's usually nearer to the note which is being quitted than to that 
which is being approached. Thus : 



lire commoner than 



rhe fact that the former kind is preferred suggests that such 
motion is really the stronger melodically of the two ; and this seems 
bo be borne out also in our music. We realize how much is lost by 
the not infrequent substitution of an A for the second note (Gr) in 
‘ The bonny banks of Loch Lomond ^ 





l 
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"W e feel also tliat BeetLoven’s 




I I 

is better suited to a reflective Andante con wolo^ but Brabms’s 


Kx 

463 < 




to au austere ^ first movement ^ and Mozart^s 


Ex. : 
464k. ^ 


to a robust A Hegro molto, 

3. This leads to another jioint. The typical forms of ascent and 
of deseent are a,])t to differ in one and the same Ihlg^ which is then 
called ^ crooked ' (\\ikm'). The Hindus are most strict about tlui 
observance of the type. Its origin probably lies in this tendency 
which we have been discussing — the tendency to choose, between 
two consonant notes, the note of passage next to that which is 
being (piitted, thus : 

Ex. At::::.. 

466 . 



Its elfect certainly is the avoidance of tautology and anticlimax. 
There are plenty of instances in our imdody where this principle of 
contrast is iu>t employed, because the harmony can supply all the 
contrast wliich is recpiircd : 


Ex. 

466. 






iSiV fmte Burg, 



tJppDr totrachord 
of tonic. 


I j 

Lower t<‘tnic.h<>rd 
of dominant. 


Bkkthovkn. Quartet, Op. IS, No. 5. 



To dominant. To tonic. 


But there are others in which a different form is adopted for ascent 
and descent, and consequently the contrast which harmony offers 
can be dispensed with : 



the first three eases the notes marked (*) have only been heard 
passing notes^ and now they are made substantive ; in the last 
\e three of them have not yet been heard at all. There are special 
.sons^ no doubt^ for constructing the theme of a fugue in this 
y, but incidentally it has great melodic point. Two notes are 
lilarly kept in reserve in the tune of Sullivan just given^ and 
3 y (F and Ab) are the making of it. Similarly also in the 
wanee River ^ the 7th and 4th of the scale are kept in reserve^ in 
ome lasses and lads^ the 4th, in ‘ Farewell Manchester^ the 7th ; 
lereas the ‘Vicar of Bray^ and the ‘Bay of Biscay^ put all 
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their goods in the shop window. The last line of Seluihert’s 
' Wandern again. 



das Wan ~ dorn, das Wan - dorn. 


where the D, hardly heard previously; now comes by its full rights, 
is a peculiarly grateful instance of this^ and gains l)y the repetition 
of the phrase. 

4. What gives its peculiar flavour to a melody, what defines more 
than anything' else the character of a particular Ildg^ is the position 
of the mi/Aa, Hound it, and round its consonant or correlative 
(jtamvddi) — a note at the distance of a Fourth or a Fifth from it — 
are grouped the phrases of the song. They derive their meaning, 
their point, from their relation to it. It is easy to see tixat the 
character of a phrase would completely alter according as the amki^ 
the salient note of the scale, were made the salient note of the 
phrase, or not. The amda may he at any place in the scale, not 
excluding the keynote or drone note. The first section {adai) of 
the tune usually circles round the a7iida and the second (antara) 
round its consonant. The aesthetic effect of a high and a low imki 
is quite different, and in this resiiect the amki ;ind all that it im{)lies 
may bo compared with what we know as kmhira^ though that is 
rather a ^ range ’ of notes, whereas the miiki< is a single note. Over 
against the (Wim stands the drone note, or keynote {/ckaraj). These 
two notes divide between them the functions of our toti ic, Ilindostani 
music is apt to begin on the a7iim^ and to end, if not there too, on 
whatever was the first note, or the end of the first plirase, of the 
song. This leaves the melody, to our ears, in the air. In the 
Carnatic music it is the rule, rather than the ex(;(iption, for the 
melody to end on the drone note, or its Fifth. Yet, even so, the 
drone note has not the finality of our tonic. Wlien the mtmi is at 
F, for instance, any meaning that we could attach to a tonic is 
utterly driven out of C. The purpose of the drone is rather to 
maintain a steady level by comparison with which the amh, appears 
as high (and the tune spirited) or low (and the tune reflective). 

This is a conception which is and must remain foreign to our 
music as a whole ; it is impossible for us to put any note besides 
the tonic in this position of ^center excei)t the Third or the Fifth; 
and to build tunes only on that principle would limit the possibilities 
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enormously. Still we may realize the idea o£ this centre in those of 
our tunes in which the Third or the Fifth is so treated. Many of 
Mozart^s circle round the Fifth and gain their sprightly character 
from that fact : 

Anclanie. Sonata* 

VdXm 

4 ^ 6 * 




Andante* Eb Sympliony, 




All our composers have been fond of the Third as ^ centre % in slow 
movements especially ; it will be enough to look at the melody of 
the Finale of the Choral Symphony : 


Allegro assai* Beethoveit. 





The centraP note is F^f; and there is a skill in the way in which 
it is made central without being monotonous. It is central both 
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because of the frequency o£ its ixsc^ and because^ tliong^h the tune 
lies mainly above them^ this is balanced by the dramatic drop to A 
at the (dirnax. But it is not monotonous because (leaving- aside 
repetitions of |)hrase^ which are not strictly repetitions of note) it is 
never treated twice exactly in the same way although it occurs 
eight times ; cither tlie note is on a different beat of the har^ or of 
a different length, or it is an ascending instead of a descending 
phrase. And these are exactly the i)rinciples — position of central 
note, variety of metre, and contrast of ascent and descent- — which 
India says are at the bottom of good melody. 

The emm need tiot^ and frequently does not, occur in a melody 
any oftener than other notes; nor indeed need any of the oilu'r 
salient notes. But their presence is felt in the a])poggiatura, whicli 
they render possible. It is difficult to imagine any system of music 
which did not give an important place to this the most emotional 
element of tune ; the Chinese tunes seem, indeed, to show simill 
trace of it ; but we have not yet, perhaps, very trustworthy records 
of them. The Hindu tune to be quoted presently shows half a 
dozen instances of apj)Oggiatura, and the poignancy of 


Adagio molto. Bkktuovkn, Quartet 



the tender grace of 

BttAHMS, Aenhharfe, 

iftezi .[ r- J-; | r r...r;i 

Ihr kom - met, Wiii - do, foru Iior - i\ - bor, acli, vou dog 

Kna-bon, dor mir so licb war, frisoh gril - ma^-dom Ilil- gol. 



and the impetus of 

BiiAUMS^ Mamlem Lied* 

Wio Boll ich die Frou - do, dio Won - Jio donn tra - gen ? 


are closely bound up with this device. 

We may learn, of this possibility in an Indian tune too, but we 
cannot instinctively feel it, because the is not ringing in our 
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ears. We do not know, we kave to be told, that in Behag, for 
instance, B and E are strong and A and D weak notes, before we 
feel the force of the appoggiatura in : 



But if we cannot select any other than these two notes (the Third 
and the Fifth) for central ^ note, because to do so would upset our 
tonality, and if to confine it to these two notes and insist upon it in 
every tune would cramp our harmony without securing for our 
melody any compensating variety, yet, on the other hand, harmony 
can establish a ^ centre ^ anywhei’e and everywhere in a tune at will, 
and some of the most exciting tunes are built entirely on this 
change of centre (not of tonic) ; as, for instance, Brlinnhilde^s 
apostrophe to Grane at the end of the GoUerddmmerungy 



where, though the tonic, E, is clearly felt throughout, the ^ centre ^ 
moves upwards to a climax, 


Ex. d 






484.fi 

A. 


.1 


I- 

p. ' — "1“". ' — 


and in so doing forms a broad ^ inner ^ melody of its own, upon 
which an identical figure is carried up, and by its identity gives to 
the tune its unity. 

This cannot be done in Indian melodies because each note has 
a fixed meaning, not, as with us, one assignable by the harmony at 
will. In them an identical figure, when it is transferred to another 
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part o£ the scale, takes on a new meaning, because its relationship 
to the amm has been altered. Consequently a principle of structure 
is then lost to Indian music. The Hindu melody has to get what 
symmetry of structure it can — and it will be seen presently that 
this may be a good deal — in spite of the fixity of the note values. 
As a result their melodies have, apart from the fact that they are of 
an extempore nature, less cohesion than ours. 

5. With regard to rhythm Hindu melodies tell us two things. 
First, that variety of metre is more important than variety of 
accent, and secondly that cross-metre greatly enhances the interest. 

With us, too, variety of metre is a sure mark of a strong tune. 
There is the often cited violoncello sonata of Beethoven : 


Allegro ma non tanto. Beethoven, Op. 69. 



in which no two bars have the same metre. An even better instance 
perhaps is : 

Schubert, Wanderers KachtUed. 



Other themes attain the variety by syncopation : 

Bach, Wohliemp&rirtes Clavier, Ko. 43. 



But the truth is that we have not attached much importance to 
the breaking up of metre. One reason for this may be that, both 
for the sake of clinching the tonality and also because of the variety 
which is thereby obtained, we love to contrast different levels of 
pitch; and the best way of making this difference of level felt is to 
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!ep tlie melodic figure constant. This may easily degenerate into 
mannerism.^ 

But the most infallible and effective way of lending interest to 
theme is by cross-metre. 


Purcell, ‘ I attempt from love’s sickness to fly/ 



The pairs of phrases overlap. In each case the idiis of the 
irase is shifted, thus : 

(a) (h) (c) 



At (a) and {o) the reply arrives a beat late, at, (h) half a l)eai. 
irly, and at (d) it is prolonged; and the result of it all is a flowing 
t^e-bar rhythm, a wonderful instance of art concealing art,. 


^ The greatest sinner in tliis respect is Tscliaikowsky wko, in oxiiin|)l<iH too 
imorous to need quotation, works some poor little^ riiyUimical iigm-e literally 
doatli ; and tlio same is also true of a large number of k'ranz's songH, of Fur 
usik, for instance : 


Op. 10, No. 1. 



Nun die Schat-ten dun - kel, Stern an Stern er - waeht: 



Welch ein Hauclx dor Sehn - sucht Bu-tot darch die NfachtI 
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In tlic Andante of Braliins’a Srd Symphony the wlnih; theme is 
built on a subtle cross-rhythni : 


Andtmfe, 


Brahma. .Hrtl i^ymphony. 
(KxpandtuL ) 


Ex. : 
490 - 


(Kxpau<l<‘<L) 




i) 



•'r :rj^^ 

Jr:,., . •* i . I..* . ■ 

.f- J — 


yf. f 1 


f -'I- ‘t" 

1 


■ClrT:!,- 


(Still xuoro oxpAixdtHi.) 

Tlie slow movement o£ Bcethovcn^s seventh violin sonata may l)e 
simT)li(le(l tlius : 


Adafjio exmtahiU. 



c d 


The four phrases niarke<l h, t\ d have this in eonnnoTu that, they 
all make the high or the low F the <^limax of tlie rhythmical figurti 
(it miglit almost he called the anisa), lliiey also in sweep 

and complexity. Bnt the point here is that they are ‘strettni*d ^ - - 
that tlie F in c and d increasingly antedates its arrival, ami that thc^ 
eross-Tnetre which this involves does mneh to heighttm iltt^ intfo’est. 

We will now put side by side a good sp<*cimen of eiu»h systc^m, for 
comparison of method^ not of nu^rit. For it must la* tt*nH*mhered 
that the Indians do not make ^ tunes ^ in our sense ; all iluy do is 
to display Ildfj and TdL Still, most of those given in ilm last 
chapter are tunes with a beginning, middle, and <md, tliough it may 
be doubted whether a Hindu would eonsid(*r them to he typical of 
his music at its best. Florestan^s air from Fulelio compresses the 
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iximura of point and balance into four bars, and a singularly 
uitiful tunc in Jldg Kanachl attains with curious felicity a more 
late symmetry in sixteen : 


^ Beethoven. 

II III TV 







» 

ii 


Iii iv 



1 i 

pJ 

—jg—fm — -• -p — ^ — 



3-=—^-— d 




Following the skeleton given below the tune, the four sections 
5 of equal lengt/h (prac3tieal]y three crotchets) but iii begins one 
iiV(3r kite, and iii and iv ovcrljip. The A in iv is an appoggiatura 
‘ G, and is to 1)e (jonsidered as n long* G. The seinic|uaver in III 
Tcspomls to the luiciaceatura in 11. Then, ii repeats i in double 
le, at a higher level, preceded by a link note; iii reverses ii; 
rc3peai.s ii at the level of i, doubling the time of ii (quadrupling 
3 time of i) and lengtliening otit the link note. Again, I is 
adorned, II adds a semiquaver (acciaccatura), in III this becomes 
0 st'miquavors, and in IV three semiquavers. There is not a 
igde note which is not doing* duty. What makes this closeness of 
lud-ure possiblcj is that harmony allows of any note being taken at 
y interval ; in an Indian tune, for instance, if the leap in II were 
■isible that in IV would be less possible, and vice versa, and that 
III would he impossible in any case; or again, if tbe downward 
igrcBsion in 11 were possible the upward in III would very likely 
li be HO in that parti cuhu* .Rd//. 

Now wc will take this tuim in Rdg Kdmdd^ wliich is obviously 
11 balanccMl ; but btvfore it is dissected and its beauty explained 
ay the readc^r is recoimncmdc^d i.o tiurn back t.o p. 310, ,Ex. 416, and 
joy it. It is set to a dcdicately eonstrindcd Omi (a M'aratlia form 
verse), of which the English is unfortunately not forthcoming, 
e words are : 

Miigo Haii|gTirib"n j irikHilnen 
Mrirkha anln’in catillrya bane 
Ate'c e|ba salia|ue ase- 

nS, luurlvha 

z 
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and tbe scansion : 


Ma 

Ra 

R;i 

Ma 

Ta 

Ya 

Ma 

Ra 

Ra 

[Ma 

Ta] 

Ya (bcc p. 196.) 


Tlic ba-rs in ilie music follow tins scansion roughly, the first and 
second lines being* farsed with a ^ jubilation ^ (see p. 255) ; but beyond 
this the nnisi<*. pays, as far as its structure is coiuj^nmed^ no attention^ 
as indecKl our Ixist nudodics do noi., in the j)oeti(ml form ; it only 
secs that a long* sy]lal)lc is provided with a long* note as ours see 
that a. stressed syllabh; comes on tbe musi(ia,l acxxmt. 

Tbe tune has 16 bars; 5 + 5 in the aHai, and 6 in the an tarn. 
There is thus a sugg-eHi ion of (;ross-mctrc (4 time and 5 time) in the 
general plan. Tlui aMai ascetuls to a cdimax for three bars and 
desctends for i»wo (twice over) ; tbe antara does the same for three 
and three bars, enlarging the intervals for its downward sweep from 
the second (the higher) climax. The amki of Kdnadd is with 
eonsotiant note B |7 above and below ; and at tbese places the most 
conspicuous figure (marked is inl.rodvujed. Idle adai is con- 

cerned only with the lower tetraehord, the anf.ara (until the final 
cadence) only with tht^ u})])er, aeeording to rule. Kdnadd is one of 
the Jld 0 with a <[ueer intonai.ion (see Apj). ]J); but though tliat 
makes it more difiujult (and more beautiful) it does not affect tlie 
(question of structure : 
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« a a a B 



B 


The main interest here centres in the metrical plan. This is 
based on a contrast of what we may irreverently call pot-hooks and 
lian^ers. '1^'hey are marked a throughout^ placed for the former 
l)elow the stave and for the latter above. A succession of these 
makes tip a section which is understood to he A in contrast to B, 
B is itself an expansion of it is a trisyllable as against a 
disyllabic, an opposition which we saw to be important in verse. 
.But for fear tlie «^s and 7i^s should become monotonous they vary 
in length ; the ah are of 2, 3, or 4 quavers, the B^^ of 6, 7, or 8. 
The itot-hoolvs’ have on the wliole the best of it in the aslai^ but 
the ‘hangers^ drive them off the field in the anlam ) B acts as an 
impartial umpire, giving decisions in favour now oC one side now of 
the other. The ingen io\is way in which in the first five bars the 
last not-e of tlie ascending metre is made the first note of the 
descending melody is worth notice. It will be seen here too that, 
though on quite different principles, not a note is idle. 

It is true no doubt that these tunes could be analysed in quite 
other ways, and equally true that their respective composers never 
thought for a moment of this or any other analysis. But it is only 
by analysis that those of us who are not composers can realize such 
a complex tiring a,s the act of composition. The point is that a 
tunc is not a tune at all until it lias something that we must call 
(doHcness of structure. It might seem as if nothing could be less 
feti.ered or more impulsive than melody ; beauty is there — wherever 
it is that tunes come from — and the composer has only to stretch 
out his hand and seize it. Mards will is free, no donbt; but he is 
bound l>y his own past — in a tunc, as in anything else; his tune 
must be a related whole, just as his life must be a consistent one. 
That, is wliat is meant by structure. The closer the structure, the 
more lasting the pleasure which the tune gives ; and to make such 
tunes is art, through whatever conventions. 

These two tunes epitomize for us the music of West and East. 
On the one side a repression of what is petty, a rejection of what is 
transient, a soberness in gaiety, an endurance in grief. On the 
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other a vivid insight, the eager quest after wayside beanty, the 
dexterous torieli tliat turns it to aec^onnt. The one secnos to say— 
Life is ])nzzling, its (*la,inis are many, its entlmsiasins hardly eonie 
by; but we will hammer out a solution not by iuirning away from 
ugliness but by compelling it to serve the ends of l)ea,uty. The 
other — Life is simple, and beauty close at hand at:, eveuy moment 
whenever we look or listen or wherever we go; tlie mistake is in 
ourselves if we do not train our eyes and ea,rs and lu^aats to find it. 

Who would wish to d<‘(*idc whi<*h way wa,s f,he best? Bofh are 
human. There is no mjed to deery one in fa-vour of, or to exalt one 
at tlu» expense of the oituux Are ihose Eur<>}>eans wlio smik* at 
Momtoms^ sure i.hat they und<!rs(and the grounds of flieir faitli in 
l.luur own nnisie ? And are those Indians who seoH* at. E((ual 
Temperament, at: itui; dulhiess of Ihiropean song and t.he seax^aming 
tones of the hhiropean voice, able to reach ilie governing princi]>l(*s 
of their own art through the mass of tradition and imagery in 
which it has become involved? 

Art expresses. It finds words or tones for wliat was hithert.o 
unnamed; it actually calls into being a,n expiu’ientte wluch has not 
previously existed ; it <loes not c()mmuni<‘a,tti to us, or accjuaint us 
with, an amtiXHMlent expericauje. And what- it. (‘xpresses is f.he fa,cfc 
of (Mnof.ion, not parf.i(‘ula,r budings. It is not. that, words or f.oiu's 
(xumot indicate tlu‘s(‘, hut. that ilinxdJy tlnyy do so th<^ result <x‘ases 
in so far to he a work of art. Thai musii* can, as most would 
agree, express emotion more iinnKtdialely than other art.s, depmuis 
on the fa(*.t i.hat ^in its ideal, eonsnmmate monumts, the end is not 
distimit from the mixuis, tluj form from the mat.ter, the subjeet from 
the exproBBion; they inhere in and <a>m))letiidy saturate eaidi othmy; 
and to it, therefore, to the condition of its jierfiHd, momeuis, all the 
arts may be supposed constantly to tend and aspire 

But if music at its best obliterates those diHiinet.ions, it will at 
something less than its best when it maintains them. Thus both 
the ^ popular'^ music whi(*h exalts matter at tlu‘ expimse of form, 
and extreme ^ absolutism^ in which the form dwarfs ilu^ matter, 
depart, to some extent, from the ideal, Indian music knows piuhatps 
less than ours of this falsehood of extremes. It seldom dcHcimds to 
the merely popular because it refuses to compress itself into a 
square tune, sometliing that you can carry away with you like an 
^ l^ator, The Renaiamnadj 1904, p. 189, 
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ml)rellaj and^, as Corney Grain used to add^ doesn^t much 
lattiir il yon never In’iiig* it back Nor lias it the deadly insistence 
1: the c()ok\s song* in the WVre Here) which was Hike something 
ver so })ad but sure to happen whatever you did^, because it is 
evtu’ sung lAviee in the same way. Nor is the tune a mere adjunct 
0 the words, as rhyme or alliteration are to an advertisement^ for 
lie words are set to the tune^ not the tune to the words. 

On the oilier liand^ it seldom mns riot in absolutism. Since it is 
oeaJ ratli(‘r than instrumental^ melodic and not harmonic^ it seldom 
ra.v(‘ls far from those broad human requirements which gave, in 
ong, the first impulse to musical expi'cssion, and which, through 
vdiatever subsequent developments, still form its ultimate justifica- 
ion.^ Since concerted song is rare the personal element is not put 
n (sonvmission, and the appeal of the music is therefore more 
rnmediate. At the same time it never ceases to be a purely 
ausi(?al a,{)peal. For wlierea.s in our songs development has jiro- 
etulcd iiuna^asingly on other lines than those of pure melody,^ in 
ndia the singer's innes can still carry all the artistry which his 
[lind ca.n conceive. And while in ISngland, especially, concerted 
ivusic IniB always been highly prized, and rightly so, for its social 
lement/ it is apt fn fall short of the highest ideals, since it is 
tever so easy to find an artistic crowd as an artistic individual. 

Again, the fact that in India the composer and executant are one 
a id the sauie persoti, brings it about that he sets, as composer, no 
irohUnns which he (Cannot, as executant, himself solve, and that 
nere academicism is non-existent and that his songs ^come ofEh 

* A Hiring quari(‘.t, Tor instance, which may bo tahen as onr highest achiove- 
nont In ahsoluh^ inuHic, Htill finds its final justification in the fact that the 
nstnuiKUitH individuiilly or collectively ‘sing', that is, are employed ni>on 
ihrasi'H which are thoronghly ‘vocal ’ in all hut the grace of words. Modern 
tom]Hmers semn increasingly to ignore this fundamental of their art and to 
'orgot to ‘ Hing\ .If they will tint take warning hy the late of Spohr's Hacidiarim^ 
lanuonn^H and of Berlio/Zs evasion of the main issue, they can expect no 
nnnortality. 

^ 8imu» Schubert the centre of interest has been more and more ti'ansferred 
rein the veici^ part to thi^ acisempaninumt. To hear the accompaniment alone 
-veuld giv<^ a het,ter id<%a of the cemposiir’s ihotight than to hear the voice part 
done. The lattm' would, in fact, he wholly unintidligible in a largo number of 
nodern Hongs, (^specially in those which aim at creating atmosphere or at 
•latioraiing niciities of diKdamation, 

® Ami there Is soirndhing, therofonv tv ho said oven for the Crystal Palace 
uid other monster concerts. 
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When all composition is improvisational, and when notation is 
rarely employed for recording music and never for performing it^ 
there can be no such thing as ^ visual ^ music — music which makes 
a pretty pattern to the eye but disappoints the ear; and of this we 
have a surprising number of examples in the madrigal period^ and 
it is by no means unknown in later times.^ The Indian practice, 
described on page 85, of setting the syllables of the words to notes 
which bear the same Sol-fa syllable, is quite as childish; but it 
appeals, at any rate, to the ear, not the eye. 

Are there not singers amongst us who have felt a desire to break 
loose, if it were possible, from the trammels of our tonality — ^from 
its ^ closes ^ and ‘ half closes its ^ conceded modulations its ^ unity 
of design % its rhythmical rigidities and its fussy logic — and to let 
the melody bear them along on light wings of fancy ; to find, in 
fact, a music which is free like that of the woods in spring-time, 
where, without rule, the uncouthest tones like the crudest colours 
all harmonize, where, unguided and unthwarted, sound and silence 
answer one another, where the inchoate and incomplete are made 
good by the motherly bounties of Nature, and ^ unbroken perfection 
is over all ^ ? Something of this is in the careless profusion and 
the unstudied rapture of Indian song : 

Singing hymns unbidden, 

Till the world is wrought 
To sympathy with hopes and fears it heeded not. 


^ See an article by Alfred Einstein, Monthly Journal of the International Musical 
Society for October, 1912. 
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The scale of twelve notes, as given on p. 86 of tlie Introduction to the 
udy of Indian Music, is here written out, distinguishing the notes derived 
3m quintal harmony by capital letters and those from tertian harmony 
" small letters, and placing above them the available common chords : 


G 

db 

C 

dl’ D eb 

1 Major. 

e 

P 

a 

Bb b C 

G 


b C 

e 

1 Minor. 

eb 


G ab 

C 

C 

db I) cb 

e P 

gb G ab a 

Bb b C 


This scale is the x>lagal form of the Sa-grdma beginningon jP; hence the 
)tes arc < 7 b, a, and Bb, instead of (as from C) f%, A, and bb. F was chosen 
a more convenient starting point than C because then all the ‘ black ^ 
ites can be called flat, instead of one of them being an f%. Taking the 
ale as it appears above, it will be observed that no chord but a first or 
cond inversion can stand on B, ebj Bb, or h ; so that none of these notes 
uld, if harmonized, be used in a prominent or a final sense. The writer 
ggests, however, that these * natural ’ harmonies would bo sufficient for the 
/rmonization of Indian melodies. 

With regard to this suggestion, attractive as it sounds, there are several 
(ficulties. 

In the first place, there is no such thing as natural harmony. Nature 
ives’ a note, with its Fifth a good deal fainter, and its Third much 
inter still. We make the three notes of equal loudness, and call them 
jhord. But Guido d’ Arezzo did not get so far as that. Adam de la Hale 
1 not hear the Third as a satisfactory note. Josquin des Pres could not 
dure the minor chord as final. Palestrina inserted the minor cliord at 
at place, but surreptitiously altered it to major. Bach, in the first part 
the forty-eight Fugues, prefers on the whole the Tierce de Ficardie. 
lethoven’s favourite ending is in the unison— like Guido’s —which, indeed, 
all that can truly be called ' natural ^ ; and that is not a ‘ chord With- 
t wishing to press the word ‘natural’ too far, the argument goes to show 
xi the employment of the very first chord is the knell of modal melody. 
Secondly, the modes (Edgs) all have an arnh, and this arnki is S(i!dom the 
one note. In the many Bags in which the arnkt is at e, or a, the melody 
>uld have to close on a minor chord ; when it is at eb the final note, wliich 
3 amki as a rule is, could only bear a second inversion ; when at h (as in 
slnlg) it could have no chord at all. It would not bo X)Ossibla to end the 
dody (in this last case) on h with an e minor chord below it, for that would 
ike the e really final instead of the 6, and so falsify the Bag. 
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Again, is there not at the bottom of this suggestion a misunderstanding 
of the nature of harmony ? That was not a fortuitous thing, but directly 
necessitated by wliat went before it. There had been melody, with some 
notes salient and others in abeyance, upon a drone (explicit or implicit). 
To support the salient notes better the drone took other positions, and so, 
breaking up, became an independent part, long before any ‘chord’ was 
invented. To these two parts another drone was added, to form what was 
called the Tnplum^ which similarly broke up ; and another, to form the 
Qaadruphim. There is no thought of chords in all this ; only of concurred; 
melodies, of whose successive moments chords were later generalizations. 
A chord cannot be used in music for its own sake, any more than can a word 
in language ; it has a before and after, and that is its only reason for existing. 

It would bo a rash thing to say that the Kuropean juethod of harmony is 
the only possible one. All that can be said is that it is perfectly logical. 
This breaking up of the drone is, at l)ottom, the moment when the desire 
arises to contrast not one note with another, but one whole passage of the 
song with another passage, and that is the way in which music has always 
advanced. We saw something that looked very like this in Pxs. 93 and 99. 
All that really happens in the second of these examples is that the mother 
and son sing the same tune at different pitches. But it reminds us of 
a stage in our own art when, as in the times before Tye and Tallis, in whose 
music there are still traces of it, the soprano and tenor parts had a flat less 
in the signature than the other two parts. 

And, lastly, would not this suggestion defeat its own end- the preserva- 
tion of just tuning — and lead after all straight to the accursed thing, 
Equal Temperament ? For as soon as harmony came to l)e vaJaed for its 
own sake it would be impossible not to lc(d an enormous diHerence betwee.n, 
say, a major and a minor chord. If then, closing on a (in Imankalian), the 
composer had nothing but an a minor triad and a second inversion at his 
disposal, could he resist the forbidden a db e, which is so near and yet bo 
far? And if the db would not do, would it be long before ho altered it — 
and then chaos ? 

Still, it is conceivable that a step in the argument could be jumped, and 
that a nation should go straight to harmony without first having felt tlui 
impulse which led to it, just as it is possible that Esperanto will become 
a living language although it is based on a different motive from that of 
all other languages on earth. The jiossibility depends on the actual 
achievements of composers in one case and of authors in the other, and it 
is vain to attempt to prophesy. 

But this question of harmony is only a side issue in a book whoso main 
purpose is to establish the true principles of Indian intonation- a purpose 
which it excellently fulfils. And every one who is interested in the music 
of India will look forward eagerly to another by the same hand, which is 
perhaps hinted at on p. 4, containing a ‘ census of Indian Rdgas ’ grouped 
‘ according to the principles of correct intonation \ If such a book appeared, 
written with authority, it would supersede all the books on the subject. 
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7as not noticed until after the plate containing the Table of Bags had 
;et up that of the eight scales, which according to Ashreka (see p. 151) 
t quarter-tones, the intonation had been correctly given only for the 
ivo. The intonation for all the eight is as follows : 

b b 

2. Bibhas C I) E G A C 

b b b b 

26. Malkos C E P Ab Bb C 
b b b 

83. Kanada C D E P G A Bb C 

b b . 

35. Jogi CBEbPGABC 

b b 

36. E^ali CDEPGABC 

40. Todi » b b t b t 

41. M.M.I C te B F. 8 AS B 0 

^ b b 

49. Marava CDEFif ABC 
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GLOSSARY AND INDEX 


Note. — Individual Rags and Tdls, Tribes, Localities, and Indian and 
European Musicians are indexed under those heads. The spelling of the 
Index is to be preferred whenever it differs from that in the body of the book. 


ahhanga, Maratha song, 300. 
ahhigata, upward appoggiatura, 275. 
abhog, section of song, 281. 

‘ Abroad as I was walking 128. 
absolute music, 341 and note, 
absolute pitch, 148, 149, 249 note. 
accelerando^ Ex. 330. 
accent and quantity, 191, 192. 
accidentals, loosely used, 17, 27. 
dda = crooked, 216. 
ddi or tmtdlj common time, 15, 204- 
17 231. 

dditdlah, 202, 203. 
aeoliaii, 136, 178. 

aeolo-dorian (change of mode), 
Ex. 379. 

Ahvdrakas^ 258, 259, 264. 
Ain-i~Ahbari, 84, 286. 
dk^ eye, see styahu 
Akbar, 83. 

aksara, syllable, 156, 200-4. 
dldp{a)j prelude, 186, 235, 281. 
alcaic, 195, 196. 
alpay weak (note), see balin, 
amia, predominant note, 150, 177, 
App. I. 

central note of tessitura, 330 seq. 
in Bharata, 141. 
graced, 152. 
aesthetic effect, 156. 
contrast to drone, 280. 

— mese, 142. 
see graha. 

Andaman islands, 208. 
anga, tetrachord, 141. • 

== am^a, 142 note, 
animals, sense of pitch, 149. 
anista, ^sagre cable ; identified with 
mmdt, 114- 
antara, interval, 119. 
section of song, 281. 


anticlimax avoided, 328. 
anuddtta, ^ not-raised * sound, 246, 
258, 259, 264. 

anuddftatara, comparative of ami- 
ddtta, 247, 266. 

anudruta (quaver), and its subdi- 
visions, 256. 

anupallavi, section of song, 281. 
anu^ubh, 194. See iloka, 
anuvddl, imperfect consonance, in 
particular the major third, 108, 
114. 

appoggiatura, 146-8, 248, 275, 332 ; 
Ex. 274. 
double, 182. 

Appunn’s Tonmesser, 101. 

Apsaras, nymph, 76 and note. 

Arab music, 19, 37, 185- 
arcika, of the Rgveda, 122. 
Aristoxenus, 103, 114, 121 note, 125, 
200 note, 277 note. 
droTiana, ascending passage, 159, 275. 
arpeggios as chords, 317. 
dryd, a metre, 200. 

‘ ascending ’ minor, 138. 
ash, the ‘ slide 183. 
association, its part in music, 1-3. 
astaiy section of song, 281. 
astama (eighth), a note of the Sdman 
scale, 260. 

dta, or dhamdr, a rhythm (5 + 5 + 2 
+ 2), see Tdl, 

dta, fiour, used for tuning drum, 29, 
227. 

Atharvaveda, 249. 
atihdra, farsed syllable, 276- 
atikomal, very flat, 107, 142. 
atikrama, transilience, 274. 
atisvdrya, seventh note of Sdman 
scale, 260. 

atitlvra, very sharp, 107. 


A a 
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augmentation and diminution, 241. 
Aurangzeb, 83. 

avani [CimHa), section, aggregate of 
bars, 205 note, 218. 
avarohana, descending passage, 159. 

bagpipe, see Scotch. 
hahtimmi, having many melodies, 250. 
halin^ strong (note), 154, 159, 177, 178, 
Bande Mfdamm, 3‘jX. 250. 
hansri^ bamboo flute, 30, 102. 
hdrohm^ normal time, 241. 
baryp}fhnon, lower note of a cluster, 
121 . 

hayan, left band (drum), 226, 
beating time, 209. 

‘bee-string’, or drone, 79. 
beggars, &c,, 22 - 4. 

Behdr, its folk-Bong, 22. 

Bengal^ language, H4, 92, 
musical system, 122. 
tune, Ex, 1. 
see Tagore, 

hhajan{a), kind of song, 286. 
hhahtit faith, 286. 
hh(ikH, section of Sidman^ 255. 
hhamiy dialect, 82, 299. 
bhatial, boatmen’s song, 7. 
btu, Nortli Indian nmd, 89. 
boatmen, 33, 37-41. 
boat-songs. Ex. 1, 51-77. 

Buhxne, AUdcutsches Lkderbuch, Ex. 
378. 

bol, drum-stroke, 227, 229, 233. 

])race8 of drum, 226, 227. 

Imlhmana^ 246, 249. 

Brahma samdj^ 162, 

Breton song, Ex. 73. 
brhaddevatd, treatise, 258. 
huduhudiJeej hand drum, 22B. 

Burnell, A.C., 250, 251, 254, 257, 266. 
Burns, Robert, 250. 

Butler, Samuel, 162. 

C major mode, 178. 
cadexice, see close* 
cadenza (svard), 282. 
caranamy section of song, 281. 
Carnatic system, the, 15, 47 note, 139, 
149 and note, 150, 209. 
catuhhuti, of four Snttk, 118, 119. 
caticrahgaf form of song, 299. 
catuiyunij double diminution, 241. 
caturtha, note of SCtman scale, 257 seq, 
of time, 203. 

cents, 115, 116 note, 185. 
chakramdya i tambourine, 34; cp.228. 


Chandulas, Bengali poet, 286. 
chanterelle, 88. 
chanties, 19, 39-41. 
chapUj syncopatt'd, 210. 
character of sound, 124 . 
chaHdla, ‘ four-beat ’ (six unit) time, 
210 . 

chatiUj wall of drum, 220. 

chaiiyan^ see. caiurynni. 

chaiitdlay see rhnrtula, 

i'lidydliuja, ‘ altered P, 138, 139,153, 155, 

ciieironomy, see musical hand. 

children’s songs, 08, 09. 

Chip^x'was, 103, 174 note: Ex. 457. 
chords, 100 and note, 317, 318. 
chorus, see solo and chorus. 
chromati<’. scale, 119, 120. 

nobis. 271, 278, 321. 

Clements, Mr. K., 105, 111, 116, 119 
note, 125, 171, App. J. 
climai.e, its eifeci on music, 9, 10, 14. 
climax, 329. 

and anticlimax, 320. 
close, 36, 57, 342. 
cluster, see Crea^k. 

Cock o’ the. North, The, Ex. 296. 
comma of Didymus, 127, 132, 263. 
compass of sougs, 123, 286. 
of Byreda, 249. 
oi' Sdma red a.^ 257 serp 
of Vajurreday 249. 
concerted music., 14, 341. 
conjunct motion, 48, 160 2, 322 7 ; 

■ Ex. 72. 

consonance, 108, 141, 261. 
(‘.ouHonants, 280. 

convention, its part in music, 1-3, 5. 

* con\M,irgenc(^ 241. 
counterpoint, 101, 238. 
cradle songs, 62 7, 90. 
creseendOy 183. 

cross-rhythm, 72, 99, 169, 236, 240, 
334 stup; Ex. 41, 42, 48, 86, 129, 
139, 333, 334, 336, 

* cumulation ’ (of time), 242, 

Cut tack dance, 59, 

‘cyclicar dactyl, see Creek, 
cymbals, d(fhd(a (Vedic.), 78. 

sec also tdlmn, 

dudra^ form of song, 300; Ex, 177* 
daina, right hand (drum), 226. 
dancing, 17, 29 32, 36, 52, 57, 59, 
61, 80. 

dmxiara, drumming, 245. 

Day, Captain, v, vi, 18, 200 note, 201, 
202 note, 228, 346, 351, 
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day, periods of, 153. 

‘ deflect ^ 88, 183, 190. See dolana. 
descant, Ex. 273. 

Deval, Mr., 116, 348. 
devandgari, accents in, 247 note. 
dhd, drum-beat, see hoh 
dhci (of time), see hdrohdri. 
dhaivata, note of tbe scale, 142, 263. 
dliara^ the ‘ slide 183. 
dlidranalalcsana, musical treatise, 259. 
dhol, drum; 29, 59, 226-8; Ex. 141, 
142, 333, 334. 

dlirupad^ old Hindu form of song. 160, 
286 .^ 

diatonic intervals, 103, 321. 

scale, see Greek, mca, 

Didymus, see comma. 
digan, see duni, 
diminution, see augmentation. 
dimndtrd^ general, i.e. indefinite 
time, 186. 

dJrglia, long (prosody), 200, 251 note, 
255 256. 

disjunct motion, 35, 36, 158, 322. 

tetrachords, 266. 
dissimilar tetrachords, 138. 
dmal, braces (drum), 226. 
dolana^ the ‘deflect', 182, 183. 
dohi, see dhoh 
dominant, 178, 317. 

‘ dor-aeolian pentatonic, 135. 
dorian, 136, 178 ; Ex. 333. 
doric, 47 note. See Greek tetrachord. 
Dravidian, see Carnatic, 
drone, 31, 79, 137, 141 note 2, 171-4, 
208, 263, 330, 344. 

drum and drumming, 10, 15, 24, 53, 
76-9, 83, 89, 228, 230; Ex. 330-5. 
dnita, quick note, 200. 

quick tempo, 241. 
dunij diminution, 241. 
duration, see stress. 
dvlguni, see duni. 

dvitlga, note of Sdman scale, 257 seq. 
of time, 203. 

ecclesiastical music, 3, 4, 6, 70, 147, 
169, 179, 255, 266, 275 note. 
ekasdm% having one melody, 250. 
Ellis, A. J., 115 note, 184 note, 
emotional content of music, 5, 6, 155, 
340. See ethos. 

English verse, reading of, 202. 
epithalamium, Ex. 163. 
equal temperament, 118, 344. 
equivalence, 199, 200. 

Erewhon, 162. 


ethos, 20, 153-6. 

European drumming, 225. 

European folk-song, 128, 134, 135, 154 
and Table opposite; Ex, 193, 208, 
209, 461. 

European mediaeval songs, 84. 
European modes, 47 note, 137. 138, 
169 and note, 177, 178. 

European music, 2, 18, 839, 840. 
European musicians : 

Adam de la Hale, 343. 

Bach, 173 note ; Ex. 290, 328, 335, 
470-3, 487. 

Bantock, Ex. 271. 

Beethoven, 843 ; Ex. 239, 240, 262, 
290, 318, 337, 388, 443, 444, 462; 
467, 478; 479, 485, 491,492. 
Berlioz, 341 note. 

Brahms, 136, 224 ; Ex. 182, 290, 
339, 446, 463, 480, 481, 490. 
Choi^in, Ex. 821. 

Hucondray, 164. 

Dufay, 84. 

Franz, 385 note. 

Gevaert, 108 note, 178 note. 

Guido d’ Arezzo, 343. 

Handel, 220; Ex. 262, 323, 329. 
Haydn, Ex. 319, 320. 

Henscliel, 91. 

Hucbald, 266. 

Josquin des Pres, 343. 

Luther, 177 ; Ex. 466. 

Mendelssohn, 322 ; Ex. 290, 293. 
Mozart, Ex. 443, 444, 464, 475-7. 
Orlando Gibbons, 278. 

Palestrina, 84; Ex. 169. 

Purcell, Ex. 488. 

Schubert, 138, 341 note: Ex. 290, 
451, 456, 458, 474, 486. 

Scott, Cyril, 224. 

Smetana, 133. 

Spohr, 182, 321, 341 note. 

Stanford, 164. 

Strauss, Ex. 262. 

Stravinsky, 224. 

Sullivan, Ex. 468. 

Tallis, 348. 

Thome, Ex. 290. 

Tschaikowsky, 208 note, 220, 223, 
385 note ; Ex. 324, 325. 

Tye, 343. 

Vaughan Williams, Ex. 207. 
Wagner. 12, 133, 182, 208, 224, 321 
and note ; Ex. 236-8, 262, 448, 
483. 

Weelkes, 206. 

Wesley, Ex. 290. 
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Knropean rhythm, 21S.seq. 
l^hiropean songs and singers, 
evening, see day. 

Exner, Herr F., 207. 

fahh'j a begging ascetic, 22, 22. 
lulse relation, 132. 
falsetto j 280. 

feet in Indian versification, 100. 
Felber, Dr. E., 248, 207. 

Fifth, see Fourth. 

Finland, 204. 

FitzwiUhini Viriihuil Bool', Ex. 377. 
live-rhythm, 203, 204, 222 seq. ; Plx. 
339. 

flute, bamboo, 9, 78. Bc(‘ hansrJ. 

scales, 1()1™4. 
folk-song, see European, 
form (in melody), 337, 338, 339. 
four-bar section, 218-20 ; Ex, 3,39. 
f^ourth (th(j interval), 25, 31, 48, 09, 
70, 103, 124, 150, 173,277. 


100, 110, 111 ; Ex. 3, .52. 
(I(tm((h% see gra(‘e. 

two kinds, 182, 183. 

(/foia, text of Sdmamla a.s snug, 251, 
255. 

(fdndlidra, note, scale, locality, 142, 
262, 2(53. 

Gdndliairns, 70 a.nd note. 

(jdfhihi, non-V(‘dic, 122, 

//<'///, farsed syllable, 275. 

(jnUa^ tuning blocks (drum), 220. 
ijdyatn, a, metro, 194, 
gesture, see singing. 
yliarsam, the ‘slide’, 182. 

(jhaslf the ‘ slide h 183, 
yJiazal, form of song, 300 ; Ex. 333. 
yhc, one of tlui drmn-strokos, 227. 
(Tilchi'ist, Miss, see Scotch music, 
gipsies, 13, 46, 02 note. See Magyars. 
Gi(a-Govhida,hy Jayadeva, 157, 187. 
Grtdnjidf by Tagore, Ex. 207. 
GoorWia regiment, first, 50 note, 
second, 57-9. 

Gopls^ Krishna’s houris, 78. 
grace, 17, 19, 22, 27, 32, 50, 59, 90, 
181-90, 227, 281. 
graduated, scale of trochees, 211. 
grcdia, initial (note), 141, 153 and 
note, 277 and note. 
f/mma, 82, 106, 109, 14S, See .sr^ 
grdma, mu-grama^ ga-grdma, 
gmmardga (see melakarta), 119. 120. 
granioidione, 10. 

(Ireece. 8. 122, 


i (4 rook ahsolnte pitch, 14S, 200. 

I chromatic .scal(\ 120 note, 
j vlironos prdtos^ 199, 251 note. 

! consonance, 200. 
cyclical daelyl, 211. 
diatonic scale, 120. 
diesis, 103 note. 

<]rone, 140, 141. 
enharmonic scale, 121 . 
hannonid, 140, 141. 

In/pate, 257. 
muse, 142. 

modes, 47 note, 179. 
musicians, see Aristoxenus, Didy- 
mus, 01ym})os, Plutarch, Ptoh*- 
my, Pythagoras, Thtimyris. 
pghnon, 121, 247 note, 
rhythm, 204. 
singing, 277 and note, 
totrachorcl, 140, 202, 203, 2(50, 27(5. 
tonoi mihtoi, 139. 
tonos, 140 seq. 

1 (Turkhas, tribe in tlie Himiilava, 

I Ex. 94 124, 127, 128. 

guru, long note, 190, 200, 250. 
priest, 251. 

Ann, yes, 23>r> ; cp. 57. 
hand (da))ping, 33, 48. 

I Jiurmouid, see (IrcndvB. 

I ha.rmonic minor, 138. 

I harmonium, 10, 18, 03, not(‘, I0‘3 and 
! not<‘. 

I harmoni'/ation, 3,4, 31, 101, App, L 
harmony, 4, 19, 101, 103, 180, Ap}). 1. 
Tlaug, 240 note, 247, 250. 

Mindostani mnsict, 47 note, 139, 149 
and nof.(S 150, 216.^ 
history, rndia.n, see India. 

Arn.sTn, short (prosody), 200, 251 note, 
255, 25(5. 

IPingarians, 5. See Magyars. 

iambs and troclKu^s, 211, 
imitation, 48, 72, 179. 

India, climate, effect of, 9. 

Indian history, 73, 74. 

Indian instruments, 9- 43, 77-80, 88, 
89, 101, 228. 

Indian music, 11 -13, 75 80, 340' 3. 
Indian musicians : 

Ashroka ( Janga Ea,ni, 151, 345. 
Balwant Rao, 151. 

Banerji, Bourendro, 88. 
Bhagavatar of Trivandrum, 89. 

1 Bharata, 105, 112- 17, 139, 347. 
i Deva.], Knshna.ji Ballal, 110, 348. 
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Indian musicians [continiiecT ) : j 

Jayadeva, 83, 157, 286. | 

Man, Rajab, 287. I 

Marar, 85, 86. i 

Mii'anbaksli, 228, 237. | 

Mudaliar, Chinnaswaini, 156, 346. i 
Nanne Khan, 230. 

Narada, 75. 

Panna, 236. 

Pingle, 151, 230, 285 note, 346. 
Prabhu, Chandra, 90. 

Raniachandra of Trivandruiii, 89. 
Ray, Upendraldsor, 152, 161. 162, 
166. 

8ahasrabuddhe, Trimbak Balwant, 

, 151. 

8ar(a)hgadeva, 105, 154. 

Seshanna of Mysore, 86, 87. 

Sharqi of Jaunpur, Mahmud, 287. 
Shoii (songstress), 300. 

Somanath, 105, 347. 

Subbanna of Mysore, 86, 87. 

Tagore, Rabindranath, vide sub voce. 
Tagore, Rajah S. M., 285, 347 seq. 
Tansen, Miyan, 83, 84. 

Tiagaraja, 84-6 ; Ex. 379. 

Tuka Ram, 300. 

Tumburu, 75, 76. 

Indian mythology, 76. 
rhythms in European music, 223, 

singing, 13. 
infinite series, 125. 
instrumental, see vocal, 
instruments, see Indian, 
intensity of sound, 123. 
intervals, the Fourth, 31, 44, 327. 
mediately and immediately per- 
ceived by the ear, 125. 
quarter-tone, 108, 113, 117 seq. 
septimal, 125. 
sharpened, 104. 
the Third, 36, 325. 
three-quarter tone, 21, 38, 39, 184, 
tone and semitone, 101 and note, 
109, 110 note, 
vocal and unvocal, 322 seq. 
intonation, 17, 18, 27, 100-33. 

Irish pentatonic, 126 note. 
ista, agreeable, identified with ami- 
vddi, 114. 

jagattf a metre, 194. 
jdtaha stories, 74 and note, 78, 80,81. 
jdti, species, Bharata's name for Rdgy 
112, 113, 140, 155. 
jdttrdj mystery play, 286. 


Jayadeva, author of Gita' Gov hula, 83, 
157, 286. 

jaijaglianta^ gong, 79. 
jhil or dliuii. • ungraced’ melody, 
160, 286. 

jiihihim, ‘jubilation’ of Plainsong, 
250, 255, 276. 

babJ, song of question and answer, 
287. 

kaUikl, hair s-breadth, 119. 
kdhali. flat, 119. 
hald^ J of anudyiita, 256. 
hdla, speed-unit, 241. 
handr, rim of drum- wall, 227. 
kanjaid, tambourine, 228. 
hamdivddya^ arm-drum, 228. 
harane, see dta (of drum). 
karkJid, Rajput song, 300. 
kai'.safia, ligature, 257, 275. 
kathd^ form of song, 287. 

Kaiithumas, a sect, 261. 

Keats, 192. 

klidlh the blank beat, 29, 30, 57, 61, 
208, 209, 230. 
kJiarajf drone, 280. 
khgdl. a kind of song, 165, 287. 
ki7t7iara, stringed instrument, 76 and 
note, 81. 

hJrtana^ song (Bengali), 286. 
hlHanam, song (»South India), 282. 
hohkara, instrument of percussion, 
44, 45, 228. 

homal, flat, 107, 108, 142. 

Krishna, 26, 76, 83, 286. 
krsta, 'graced supplied with ligature 
{harsana), 2.57. 

Icrti, song (South India), 84, 282. 
hnista, first note of Sdmmi scale, 257, 
*261. 

knistadi, 'krus^, &c.’, 257. 
kuzJuil (hural), South Indian pipe, 32 
and note. 

laghu, short (note), 196, 200, 256. 

la?‘az, fifth string of satdr, 78. 

lascar, sailor, 19. 

laga, tempo, 82, 241. 

legend, see India. 

limma of Pythagoras, 127, 132. 

Localities : 

Achilgarh, 60. 

Allahabad, 231 ; Ex. 9-13. 
Alleppey, Ex. 51-4. 

Amritsar, 281. 

Bangalore, 251, 252 ; Ex. 17-26. 
Bhavnagar, 60, 90, 209, 229. 
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Localities {continued) : 

Bombay, 231 ; Ex. 3, 7. 

Calcutta. 24, 88. 91-9, 231, 267, 
271, 272 ; Ex. 16. 

Debra Dun, 53-9. 

Dharmsala, 56, 

Gandhara, 262. 

Gwalior, 8, 151. 287. 

Jaunpur, 287. 

Jlielum, 59. 60, 68, 69, 231. 

Lahore, 230, 231. 

Madras, 86, 87, 248, 251, 266, 269 ; 
Ex. 6, 27. 

Maratha songs, Ex. 92, 93, 161-3. ^ 
Mussouri, Ex. 14. 15. 

Mysore, 9, 86, 230, 251, 252, 273 note. 
Nagpur, Ex, 28. 

Negapatam, Ex. 72. 74-7. 

Peshawar, 262. 

Find Dadan Ehan, 231. 

Poona, 247, 324, 340 ; Ex. 4, 5. 
Raipur (C. P.), Ex, 29, 30. 

Tanjore. 8, 9, 46, 84. 85, 253, 268 ; 
Ex. 90, 91. 

Trichur, and neighbourhood, Ex. 
31-50. 

Trivandrum. 88, 89 ; Ex. 78-89. 
Yraj,299. 

locrian (mixolydic) mode, 278. 
long by position (syllables), 255. 

Loti, see Pierre. 

lotus, its connotation, 161 and note, 
lullabies, see cradle songs, 
derivation, 62 note. 

■inaddaU, cylindrical drum, 228 ; Ex. 
37, 48. 

madliya^ middle (octave), 107, 114. 
middle {Srutij, 108 and note, 
of tempo, moclemto, 241, 
madhyddi, a form of common time, 
207. 

madhyama, 142 seq. 

ma~grdma^ 106, 110, 186, 140; Ex. 351. 

Magyars, 186. 

MaJidhJidrata, 114, 264, 287. 
maMvyiitpaUi, dictionary, 155. 
Mahommedan music, 16, 62, 89, 90, 
125, 203, 287, 300. 

Maitra, Mr. 8, M., 6, 7. 
major Third, see interval, 
major Tone, see interval. 
mdlavihdgmmitra, play, fifth cent., 82. 
Malay Archipelago, 204. 
mandra, low, 114. 
lower octave, 107, 
note of Sdman scale, 260. 


mandragati, lower tetrachord, 140. 
7ndndf{'kisiJcsd, treatise, 259. 
mantras (spells), recitation of, 201. 
Maoris, 260. 

Maratha songs, see localities. 
mdird, time-unit, 82, 156, 211, 256. 
nudrcilahsana, treatise, 256. 
mdtrdvrtta, ‘time-unit-fixed', 193. 
mediaeval Europe, 203. 
melakaiia, group of Rdgams, 47 note, 
106, 120 note, 139. 
melodic figure, 70, 158, 159, 276. 
melody, 4, 48, 49, 69-72, 100, 174, 
Chap. Xll. 

memoria teclinica, 120 note. 139, 209. 
‘merging’, 118, 119, 127. 
mese, see Greek. 

7nesopyhnon, 121. 

middle note of three, 121, 208. 

Milton, 202, 208. 

mind, the ‘deflect’, 188. 

mlrh — mmd, 

viUra, ‘ mixed ’, 188, 155. 

7msrdl), plectrum, 88. 
mixolydian (hypophiygic) mode, 135, 
136. 

mixolydic, see locrian. 
mode, see scale and mode, European 
modes, and 217 (of time), 
modulation, 136, 187. 

Mohammedan, see Mahommedan. 
mood, 5, 8, 107, 174. 
mordent, see grace and 152. 
morning, see day. 
morris dancers, 16, 31. 
m.rccliakatihd,p\ 2 sy, sixth cent., 76, 81. 
mrdanga, drum, 10, 89, 226, 227. 
mmvhana, mode, 82, 107, 113, 141. 
niurcJihana, grace note, 106, 152, 281, 
286. ' 

7ymrhi, trill, 800. 

niusica ficta, 42, 134, 152, 175, 178, 
275 note. 

musical Ass, the, 82. 
musical hand, the, 260, 261, 264. 
Myers, Dr. C. S., 48 note. 

ndgari, kettle-drum, 228. 
ndgasaram (South India) or shahnai 
or suniai (North India), oboe of 
strident tone, 46, 59, 78, 286, 237. 
naggdrah, see drum. 

Ndmda, patron saint of music, 74, 75, 
76. 

ndradasiksd, treatise on music, 74, 75, 
259, 264. 

nasal tone, see singing. 
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naUjasastra of Bimrata, 74, 75, 105, 
193. 

nica, low, diatonic, 271, 278. 
nidhana, coda of Sdman, 254, 275. 
nisctda, note of scale, 142, 263. 

North American Indians, see Chippe- 
was. 

notation, vi, 83, 157, 267, 273. 
notes kept in reserve, 329. 
mjasa, final (note), 141, 153, 277 note. 

‘ occupation ’ songs, 19-26. 

Olympos, 76. 

onwi, Maratha song, 300, 337. 
organ, 162. 

Organuin, 163 ; Ex. 272. 
oxyxoylmon, 121 . 

Pachtikos, 141, 156. 

Xmda, song, 286. 

IKida, quarter-verse, 193, 286. 
pallavlf section of song, 86, 281. 
lyancamcii fifth note of secular scale, 
142. 

fifth note of Scimcin scale, 260. 
of time, 208. 

Pancatantm, fables about the fifth 
cent., 82. 

2 )arandf drum-variant, 230, 281. 
partials, see upper partials. 
participant, 178. 

parvan, what can be sung in one 
breath, 200, 251, 255, 276. 
passing notes, see substantive. 

Pater, Renaissmice, 340. 
pentatonic scales, 122, 123, 126 and 
note, 135 ; Ex. 353. 
perfect consonance, see saynmditm. 
Petrie, 126 note, 
phonograph, 17, 50, 90. 
phonographed tunes, Ex. 42, 43, 103, 


154^7, 330, 383, 334, 356, 357, 
359, 360, 864, 365. See pj). 48 
note and 348. 

Phrygian (doric) mode, 178, 276-S. 
l^ianoforte, 16, 18. 

water-raising apparatus, 21, 22. 
Pierre Loti’s Vlncle^ 10-14, 
plagal tunes, rare, 48. 

Plain-song and Smnan, 250, 255, 275 
note. 

plitta, prolate (prosody)5200, 255, 256. 
Plutarch, 130, 173 note. 

Polak, Herr, 164. 

‘iDopular’ music, 152, 340, 341. 
pomda^ chivalric song, Maratha 
country, 46, 800. 

pmcaya^ ‘drone ’ note of SdmcDi^ 247, 
258, 265. 

prahrti, substantive (notes), 273. 
pramdncL indicative, determining 
{h'lUl}, viz. the comma of Didy- 
mus, 112 seq. 

2 )rasfdm, changes (as in bell- ringing 
155. 

2)mst(lva, introduction, 253. 
^yratliama, note oiSdman scale, 257 seq, 
pratihdra, section of Samanf 254. 
2)rathnadhyama, ‘ false ’ madhyayna, 
119, 133, 139. 

2n'atyiit7crama, acciaccatura, 275. 
prosody, 196, 203. 

Ptolemy, 140. 

pm’vdrciha of the Smtaveda, 250. 
puspasutra^ treatise, 258, 261, 274. 
pylcnouj see Grreek. 

Pythagoras, see limma. 

quantitative language, 191. 
quarter-tones, 129, 130, 151, 345. 
quintal harmony, 124, 173, 277. 
quintuple, see five-rhythm. 


Rag 

Alahiya 

Asavari 

Bageshri (Bageshvari) 
Bahar 

Behag (Bihag) 
Bhairau (Bhairo, Bhai- 
rav) 

Bhairavi 

Bhimpalas(i) 

Bhup (kalian) (=Mo- 
hanna Ragam) 
Bibhas(a) 


Instances 

Examples 

410-12 

402 

401 

220, 482 
216, 294, 426 

175, 176, 419-21, 447 
405, 406 
306, 383 


Discussion 

Pages 

318 

17o! 171, 818. 

90. 

50, 152,158, 171, App.I. 
122, 156, 171, 173. 

88, 90, 156, 170, 318. 

170, 174, 210. 

83, 90, 173, App. II. 
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llfuj 

BilaBkhaiil '.rofri 
Bilavakii 
Dark a li K a iuu i a 
BchIi 

BhanaBhn 

Blnkapuria. 

Di’pak ( — Marav ii) 

Gaula 

(jaiiii 

Hamir (kalian) 
riindol(a) 

.Thinjoti ( Jliijliit) 

,logi 

kali 

Kalan^i^aflii 
Kalian (I) 

Kamod(kalia'.ii ) 

Kanada 

Kedaiii 

Khamaj (K haiui.)a'/. ) 

Lalat(aj 

Lalit(a) 

Malkos (Malavakauus) 
Mallar(a) (Malliar(a)) 
Mand 
Marava, 

Multan{i) 

MyachiX Ma-llar 
Paraj(a) 

Pilu 

Puna(kalian) 

PurvI 

RainkalT 

Saran^j;; 

Bhainfkalirui ) 

Sindora 

Soliani 

Sorat 

Sn-(rag(a)) 

Tilang(a) (Tiiak) 

Todi 

Vasant(a) (Basant) 
Yanian(kalian) (Iman- 
kalian) 

lidgam (see x), 107) 

AbhogI 

Arablii 

Gaiui'inanobarl 

Mayamalavagaula 

Mohanna 

Mukhaid 

Narayam 

.]p;itigauia 

{^ankarabharaiui 

Sn(ragani) 


Jiiskunrf^ 
Plxaniplcs 
218 
»187 
413-15 
221, 394, 395 
408, 409 


450 

483 

384 

381 

179, 219, 308, 893 
425 

180, 801, 391), 400 
424 

268, 882 

410, 493 
278 ^81. 888 92 
178, 800, 898 
480, 487 

880, 407 
404 

226, 807 
488, 439 
429 
408 
485 

417, 418 

440 

482 

422, 423 
380, 897 

884 

204, 484, 449 
890 

480, 481 
217, 427, 428 


Pages 


i 171. 

! 155. 

I 155. 

i 318. 

159, 171. 

154. 

170, 171, 318. 
154, Ax)p. n, 
89, 170, 318. 


89, 150, 159, 170, 318. 
159. 

iW, 171, App. II. 

175. 

89, 171, 318. 

318. 

152. 

150, 173, App. II. 

818 

A}>j). U, 

121, 152, Apj). II. 

318. 

128, 318. 

170. 

818. 

818, App. U. 

120, 154, 174, 175. 
155, 159. 


818. 

171. 

121, 178, 318, App. 


265-7 1 

90, 159, 171, App 

Imfancvi^ 


858 

174. 


15.5. 


120. 

178 

86, 210. 

119, 120. 

880 

379 

808, 885 

86. 
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ga, jiarticularization of mode, 8, 
14, 15, 44, 56, 82-4, 89, 90, 107 
and note, 112, 282. and Chap. 
YL. 

'gavibodha, treatise by Somanatha, 
74, 105, 106, 155, 182 note, 186. 
Igmdla, ‘ picture ’ of a Rdg^ 168 note. 
amdyana, the, 287. 

(Uidkara, treatise by ^arhgadeva. 
74, 105, no, 111, 119, 201 and 
note, 202 note, 
ay, Indu Bhusan, poet, 6. 

^citation, 201, *267. 
jckoning by aksara, 200, 201. 
by mcitra^ 204 seq. 
ikhtu, form of song, 300. 

Bligious basis of music, 5, 6. 
3sonance of drum, 29, 227. 

2sts, 192, 193, 200. 

^gveda accent, 246 seq., 260, 265. 
recitation. Ex. 340. 
hythm, 27, 29, 49, 72, 98 ; Ex. 84, 
42, 72, 129, 141 ; Chap. YIIL 
hprdtiklkhya, treatise, 114, 258. 
oha (= droliana\ 275. 
oute through India, 17. 
mbha, 142, 263. 

adja, ‘born of six ’ (note of the scale), 
142, 268. 

((•‘C/rdma, the, 106. 109, 136, 140, 
343 ; Ex. 850. 
sailor’s life. A’, 135. 
dlanha, ‘ altered 138, 189, 155. 
lalvation Army, 6, 43. 

(mi, the first of the bar, 208 and note. 

226, 280, 231, 322. 
ama, applied to a note of the Sdmaii 
scale, 260. 

mnan, hymn melody, Chap. X, 
scale, 258, 259, 263. 
chants, see Ex. 344-8, 356, 357. 
359, 360, 364, 365. 
dmd-paribJiasd, 258, 274. 

^dmaveda, 80, 142, 190, and Chap. X. 
mmliata, struck together = sanmldl, 
* 114. 

amhUd, text of Veda, 249. 
nmika, of the Sdmaveda, 122. 
'ampiirna, heptatonic, 122. 
mnmdi, perfect consonance, 108, 114, 
138, 145, 266. 

)amvdditva, theory of consonance, 
111, 261 seq. 

•ancdri, section of song, 281. 

dnhha, conch, 79. 

mnhmut, ‘mixed’, 138, 153, 155. 


sannatara, lower than cmudMta, 247. 
Sanskrit language, 10, 190-3. 
poems recited. Ex. 8, 346. 
authorities, 74, 80, 105. 
sapphic, 195. 
saptaha, octave, 107. 
saraband rhythm, 213, 223. 

Scmastmtf, goddess of music, 16. 
sdrdula mht'idifa, a metre, Ex. 307. 
sargam, see svmxi, 

satdr, musical instrument, 78, 106, 
172. 

scale, Chap. lY. See G-reek and 
Sctman. 

scansion, 193-200, 338. 
schools of music, 9. 

Scotch music, 71, 126 note, 174 note, 
184, 185. 

Scott’s ballad metre, 193. 

‘ Seeds of Love the, 154. 

Seligmann, Dr., 48 note, 
semitone, see interval, 
septimal interval, see interval. 

Sesagirl &lstn, 248 note, 250, 263. 
sliddava, hexatonic, 122. 
sliahnai or siirnai, see imgasaraya^ 
Shakespeare, 169. 
sharp and flat, 107, 108. 
sharp Sixth, 122, 125, 127. 
sliatkdia, six-fold speed (treble dimi- 
nution), 85, 86, 241. 
shatiniti, of six h'uf is, 118, 119. 
sikharim, a metre, 197. 
similar tetrachords, 188. 
smgdra, stringed instrument, 31. 
singing, 89-91. 

Sir William Jones, 187. 
si gain, black plaster on drum, 227. 
‘slide’, 66, 88, 190. gliarsana. 
Boka, ‘ flowing ’ metre, 193, 194. 
snake-charmer, 208 ; Ex. 274. 
solmization, 84, 149 ; cp. the musical 
hand. 

solo and chorus, Ex. 3, 9, 17, 18, 42, 
54, 58, 72, 78, 74, 76, 77, 115, 
122, 129. 

soma, ]3lant, 249, 250. 
song, 78, 80-4, 841. 
sopdnam, temple songs, South India, 
43. 

South Indian scale, see Carnatic. 

‘ Sovay, Sovay 134. 

Sringa, horn, 79. 

enharmonic interval or note, 112, 
113, 117, 127 and note, 132, 133. 
sthdna, voice-register, 82, 114. 
stliayi, see ostaL 
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stohha, jubilation, 250, 255, 276, 3?>8. 

stomciy group, 255. 

stotra, stanza, 255. 

stress and duration, 192, 228. 

' strong \ see halm. 
structure, 337-9. 

‘ substantive ’ and ‘ passing ’ notes, 
4, 100; see 141. 

kiddlia, pure, natural diatonic, 107, 
118, 119, 138, 153, 155. 
suh’a, applied to a note of tbe Smnan 
scale, 260. 

^ super-particular ’ fractions, 124. 
superscript accidentals, 17, 108, 109. 
surdva7ia, see sva7\(. 
surbalidr, instrument, 88, 172. 
surnaiy see 7idgasa)xtm. 
surp7iaht(a) [sitlafahata), ‘ zigzag ’ 
time, 216, 241 ; Ex. 111. See 
Ted. 

svarci, diatonic or chromatic interval 
or note, 82, 107, 109 note, 142. 


smrci {saygam, svardmrta, surCmiHa), 
sol-fa syllables to form cadenza, 
84 and note, 85, 299, 314, 815, 
842. 

svdra, cadence, 264, 275. 
svmmnela-Jcaldnidhl, treatise, 105, 
119. 

svardnfaya, of four notes, 123. 
svaydta, Rgveda accent, 190, 246. 
‘sounded’ or graced note of Seman, 
258, 259, 265, 275. 
symbols of notation, 18, 200, 201. 

tahkij pair of drums, 226, 227. 
Tagore, Babindranath, of Calcutta, 
91-9. 

bis melodies, 92, 99. 
bis songs, Ex. 176-80,268, 264,266. 
bis portrait (frontispiece), 92. 
bis method, 96 note, 250. 

Tagore, Bajab S. M., 285 note, 347, 
348, 851. 


m 

Ada-cbautal(a) 

(—Dbruva) 

Adi (==Tintal) 

Ata (=Dbamar) 
Brahma 

Chautal(a), or Cbar- 
tal(a) 

Da(to (=Eka Trisra) 

Desadi 

Dbamar 

Bbruva 

Eka (Ekka, EktrLl(a), 
Ekatall) 

Eka Trisra 


Jbampa (Jbap, Jap) 
Jbamra 

Kban^jati Laghu 
Kbatt 
Matttiyadi 
Madbyamavati 
Mant (=Matya, and 
Surphakta) 

Matta 

Matya 

Budra 

Rupak 


Instances 

Examples 

380 

173, 808, 898 
815, 816 

334,403,405, 413.426, 
428 
177 

309, 379 

383, 891, 899, 412,486 

178-80, 267 

388, 390, 393-5, 407, 
411, 415, 416, 419, 
488 

266, 314 
425, 429 
811 

310 

280 


172 

312, 381, 383, 384, 892, 
397, 400, 401, 402, 
408, 410, 414, 417, 
418, 420, 421, 423, 
427, 480, 482, 485, 
487, 438 


Discussion 
Pages 
216, 217. 

209. 

209. 

242. 

216, 217. 


216. 

209. 

209, 216. 


201,209,216,217, 218. 


216. 

216. 

201 . 

216. 

209. 

242. 

209, 216, 218. 
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Ml 

lavari 

>urphak(a)t(a) (Sula- 
fakata) 

]'evra (Teora) (=Tri- 
puta) 

?mtal (Tital(a), Tri- 
tala, Trivata) 

Driputa 


Instances 

Examples 

263, 264, 431 

176,294, 306, 382, 385, 
386, 404 

300, 301, 387, 389, 396, 
406, 409, 422, 424, 
434, 439 
313, 440 


Discussion 

Pages 

242. 

216, 217. 
216-18. 

208, 216. 


209. 


dlj beat, 208, 217 note. 

'dla, time, 14, 83, 89, 90. 
dla{)n)y cymbal, Ex. 42, 86. 
amhura, stringed instrument to 
accompany voice, 78, 85, 171, 
173, 227. 
ramil, 120 note. 

Uma^ fioriture^ melodic figuration, 82, 
287. 

form of song, 188, 300. 

Wm, high (octavo), 106, 114. 
tdragati^ upper tctrachord, 140. 
tanlna {tilldna)y form of song, 299. 
Telugu, 84. 
tempering, 118. 

tefnpOy see dnuta^ madhyay vilambitay 
kdla, 

tertian harmony, 125, 277. 
tessituray 4, 107, 143, 279, 280. 
tetrachord, 70, 71, 121 note, 128 and 
note, 141, 260. See Greek. 
tmjdttamy exorcism, 34- 
tha, augmentation, 241. 

Thamyris, 76. 

thdty setting, 106. 

theicay drum-phrase, 230, 231 ; Ex. 
330, 336. 

'I’hird, see interval. 
tJmmHy form of song, 165, 299 : Ex. 
268. 

Thurston, Mr. E., 48 note. 

‘ tierce de Picardie 132, App. 1. 
Uliana y see tamna. 
time, see Tql, Tfda, tdL 
time of day, see day. 
tJvmy sharp, 107, 108. 

Uvmtary tmntamy sharper and 
sharpest, 107. 
tonality, 19. 

tonic, 18, 19, 36, 48, 144, 145. 
tonoSy see Greek. 

transilient scales, 48, 122-7, 128, 152, 
158, 263. 
tribal song, 154. 


Tribes: 

Arabs, 37. 

Chitrali, Ex, 138. 

Garhwall, 50-7. 

Gond, 28-31. 

Gurkha, 56-9. 

Kadar, 31. 

Kafir, Ex. 139. 

Kiinika, 44, 45, 

Kan-war, 31. 

Malayan, 36. 

Malya, 31, 32. 

Panan, 34. 

Pandaran, 41. 

Pulaiyar, 42. 

Velan, 33. 

tnstuhhy a class of metre, 194. 
tritone, 103, 104. 
trivata, form of song, 299. 
Troubadours, 8. 

trttya{h) = third, of time, 203, 207. 

note of Sdnian scale, 257 seq. 
tiihy movement (of song), 300. 
tuning of drum, 227. 
twelve sorrows, the, 61, 62. 


ucca, high, chromatic, 271, 278. 
uddtta, ‘raised’ sound, 246, 258, 259, 
265, 266. 

tidghdfa, downward appoggiatura, 
275. 

tidgtthay section of Saman, 253. 
ndtiJckti or udnhkai drum, shaped like 
hour-glass, 43, 228. 

%idupe, goblet-shaped drum, 228. 
'upadrava, section of Sd^nan, 254. 
upendravap^a, metre, 194-6. 
upper partials, 123, 124. 
uhiihy a metre, 194. 
ustd’dy professional musician, 89, 301. 
ut gueant laxis, 84, 85. 
uttama, see td.ra. 

uttamreiJea of the Sdniaveda, 250. 
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vudJ, unison, i.e. starting point of 
consonance, 108. 
rahra^ crooked, 153, 328. 
valam, covered boat, Travancore, 38, 
39. 

varek, tlie ^ deilect 183. 
variation Inrm, Ex. 12, 27, 38, 42, 43. 
rarja, transiliiuit (q.v.). 
mnumita, ‘ syllable-fixed \ 193. 
■rasanla-iilaha^ a metre, 107 ; Ex. 
280. 

rihJmjf see dranL 
vikrta, chromatic, 107. 

paKsing-note, 273. 
vllamhita^ <uh«jia^ 211 . 
rbrd, stringtHl instrument, 9, 78, 79, 
88, 112, 148, 171, 172, 183, 227, 
f 1 1naia , le, n gf ,h e n ed ap p ogg i at u ra., 275. 
violin, 8, 102. 

rbihna, r(‘st (in imisic), 200 and note, 
^ 256,270, 

^ visual ' music, 342. 
vhddi, disaonance, in particular the 
aemitone, 108. 


vocal and instrumental, 150, 

VO cj d ivA n g sy 1 1 ;ib 1 es, 2 3, 2H0, 
vocid scale, 276 9. 

rrddhd, increased (proHO<ly), 251 25.5. 
25G. 

tfurka^ drumbead, 227, 
watch, see day. 

‘ weak s<»e idpn, 

whole tone, consonance, 173. 

Wilson, Lady, 164, 226.^ 

‘ woods so wilde, the \ Ex. 3>77. 
words of songs, 14, 50, 53. 

Y<tjunrd<u 248. 
yama, twins, 114, 

Ydma^ d(*ath, 7-8. 

//on/, a borrowing fro the Rqretht, 
250. 

Zdkmi DU, Kx. 123. 

Zahal, Arabian musician, 185. 
zamzama^ sec vmrkL 
Zoroastrians, 250. 


Oxford : Horace Haii M.A. Printer to tho University 



